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Oriental Institute, University of Chicago) 

(c) Nintu, the Lady of births. Height r. to cm; 

4 in. (Courtesy, Director General of Anti- 
quities, Baghdad) 

Sf) Terra-cotta reliefs, from Khafaje and Uhchali 
(Courtesy, Director, Oriental Institute, Uni- 
versity of Chicago) 

(a) Mastiff and puppies. Height c, 10 cm : 4 in. 

(b) Harpist. Height r. 22 cm: 5 in. 

(c) Man riding Zebu. Height c. 7 cm : 3 in. 

60 Puzur-Ishtar of Mari. Height c. 175 cm; 69 

in. (Courtesy, Director, Archaeological 
Museum, Istanbul) 

61 (a) Ishtup-ilum of Mari. Height r. 63 cm : 25 in. 

(Courtesy, Andrd Parrot) 

(b) Offering bearer, from Mari. Height c. 22 
cm: 9 in. (Courtesy, Andr6 Parrot) 

(c) Idu-ilum of Mari. 1 Icight r. 30 cm : 12 in. 
(Courtesy, Andre Parrot) 

62 (a) and (b) Goddess holding flowing vase, from 

Mari. Height r. 152 cm: 60 in. (Courtesv, 
Andrd Parrot) 

63 Head of a king, possibly Hammurabi. Height r. 

IS cm: 6 in. Louvre. (Archives Photo- 
graphiques) 

64 Bronze statue of a man kneeling in adoration. 

Height c. 20 cm: 8 in. Louvre. (Archives 
Photographiques) 

65 Top of stele with the law code of Hammurabi, 

showing die king before the sun god. Height 
c. 71 cm: 28 in. Louvre 

66 Bronze figure of four-faced god, from Ishchali. 

Height r. 17 cm: 7 in. (Frankfort 2, Plates 

77-9) 

67 (a) Fragment of stone bowl, from Ishchali. 

Height r. II cm: 4l in. (Courtesy, Director, 
Oriental Institute, University of Chicago) 
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(b) Vase in the shape of a mastiff, of Sumuilu of 
Larsa. Height c. 8 cm: 3} in. (Louvre Ar- 
chives Photographiques) 

68 (a) Top of a ceremonial staff in the shape of a 

ram’s head, from Ur. Height c. 7 cm: 3 in. 
(Courtesy, Trustees, British Museum) 

(b) Jewellery of the priestess Abbabshti, agate 
set in gold, from Warka. Height of central 
bead c. 7 cm: 3 in. (U.V.B. vin, 1936, Plate 
39b) 

(c) Stone vase, from Susa. Height r. 6 cm: 2I in. 
Louvre (Archives Photographiques) 

69 Fragments of wall paintings from Zimrilim's 

palace at Mari. Height of largest fragment r. 
81 cm: 32 in. (Courtesy, Andr^ Parrot) 

70 Sculpture of the Kassitc period 

(a) Part of outside wall of temple of Karaindash 
at Warka. Height of brickwork r. 198 cm: 
78 in. (Photo, Marburg) 

(b) Terra-cotta head of a man, from Aqar Quf. 
Height f. 7 cm; 3 in. (Courtesy, Director 
GtMicral of Antiquities, Baghdad) 

(c) Terra-cotta head of lioness. Height r. 5 cm: 

2 m. (Courtesy, Dircc tor General of Anti- 
quities, Baghdad) 

71 Boundars stone of Marduk-nadin-akhe. Height 

f. 53 cm: 2T in. (Courtesy, Trustees, British 
Museum) 

72 Cult relief showing god of fertility, from Assur. 

Height r. 122 cm • 48 in. (Photo, Marburg) 

73 (a) Top of granite obelisk. Height f. 63 cm: 25 

in. (Courtesy. Trustees, British Museum) 

(b) Altar of Tukulti-Ninurta I, from Assur. 
Height r. 53 cm; 21 in. (Photo, Marburg) 

74 (a) and (b) Two fragments of wall paintings 

from die palace of Tukulti-Ninurta 1. 
Heights (a) r. 8 j cm: 32 m. (b) c. 55 cm; 22 
in. (Andrac i, Plates 2, 3) 

75 Three Middle Assyrian seal impressions. En- 

larged 

(a) Lion, winged horse, and foal (Courtesy, 
Trustees, British Museum) 

(b) Hunter and game (Courtesy, Trustees, 
British Museum) 

(c) Winged demon pursuing ostrich (Pierpont 
Morgan Library No. 606; Courtesy, Dr 
Edidi Porada) 

76 Middle Assyrian seal impressions 

(a) Leaping deer and tree (Pierpont Morgan 
Library No. 601, Courtesy, Dr Edith 
Porada) 

(b) Bulls, birds, and trees (Courtesy, Trustees, 
British Museum) 
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(c) Lion centaur and lion. (Berlin, Courtesy, 
Dr A. Moortgat) 

(d) Winged genius, gazelles, and fox. Enlarged 
(Courtesy, Director General of Antiquities, 
Baghdad) 

77 (a) Winged bull guarding entrance to throne 

room, from Khorsabad. Height c, 457 cm: 
180 in. (Loud 1, Figure 56) 

(b) Gate A of Citadel, Khorsabad (Loud 2, 
Plate 7) 

78 View over Dur Sharrukin (Khorsabad) from the 

Ziggurat of Sargon's palace. Reconstruction 
by Charles Altman. (Loud 2, Plate 2) 

79 The Citadel of Dur Sharrukin (Khorsabad). Re- 

construction by Charles Altman. (Loud 2, 
Plate i) 

80 Head of amber statuette of Plate 81 (Courtesy, 

Director, Museum of Fine Arts, Boston) 

81 Amber statuette of an Assyrian king. Height r. 

24 cm: 9i in. (Courtesy, Director, Museum 
of Fine Arts, Boston) 

82 Statue of Assurnasirpai II, from Nimrud. 

Height c. 91 cm: 36 in. (Photo, Mansell) 

83 Winged genius, from Citadel gate, Khorsabad. 

Height c, 365 cm : 144 in. (Loud 2, Plate 46A) 

84 Assurnasirpai II at war, from Nimrud. Height r. 

99 cm: 39 in. (Photo, Mansell) 

85 Fugitives crossing river, from Nimrud. Height 

c. 99 cm: 39 in. (Photo, Mansell) 

86 City attacked with battering ram, from Nim- 

rud. Height r. 99 cm : 39 in. (Photo, Mansell) 

87 Assurnasirpai II killing lions, from Nimrud. 

Height c, 99 cm: 39 in. (Photo, Mansell) 

88 Assurnasirpai II receiving homage, from Nim- 

rud. Height c. 99 cm: 39 in. (Photo, Mansell) 

89 Assurnasirpai II, from Nimrud. Height c. 233 

cm: 92 in. (Photo, Mansell) 

90 Griffin-demons and sacred tree, from Nimrud. 

Height c. 109 cm: 43 in. (Photo, Mansell) 

91 Assyrians at the source of the Tigris, from Bala- 

wat. Height c. 27 cm: ii in. (King i, Plate 

59) 

92 (a) Assyrians receiving tribute, from Balawat. 

Height r. 27 cm: II in. (King i, Plate 64) 
(b) Tribute from Tyre; Assyrians on the march, 
from Balawat. Height c. 27 cm : 1 1 in. (King 
1, Plate 13) 

93 Obelisk of Shalmaneser III, from Nimrud. 

Height r. 205 cm: 81 in. (Courtesy, Trustees, 
British Museum) 

94 (a) Religious ceremony, time of Tiglathpilcsar 

III. Height c. 80 cm: 31^ in. (Collection, 
Duke of Bedford, Woburn Abbey) 


(b) Booty from a city token by Tiglathpilcsar 
III. Height c. loi cm : 40 in. (Photo, Mansell) 

95 Wall painting in the throne room of Sargon 

at Khorsabad. Height r. 1340 cm: 528 
in. (Loud 2, Plate 89) 

96 Sargon and Courtier, from Khorsabad. Height 

c. 304 cm: 120 in. (Loud i. Figure 38) 

97 Men bringing offerings, from Khorsabad. 

Height c. 304 cm: 120 in. (Louvre Archives 
Photographiques) 

98 Hunting scene, from Khorsabad. Height r. 106 

cm: 42 in. (Courtesy, Trustees, British 
Museum) 

99 Sennacherib's war in die marshes, from Ku- 

yunjik (Nineveh) (Layard, Monuments of 
Nineveh i, Plate 25) 

100 War in the marshes, detail from preceding scene. 

Height f. 152 cm: 60 in. {Assyrian Sculp- 
tures in the British Museum^ 1938, Plate l) 

101 Sennacherib at the capitulation of Lachish, 

from Kuyunjik. Height r. 137 cm: 54 in. 
(Photo, Mansell) 

102 (a) Sennacherib at war, from Kuyunjik. (Gadd, 

Plate 13) 

(b) Assurbanipal's Arab war, from Kuyunjik. 
Height r. 149 cm: 59 in. (Photo, Mansell) 

103 Capture of Susa by Assurnasirpai, from Kuyun- 

jik. Height r. 149 cm: 59 in. (Photo, 
Mansell) 

104 and 105 Tile Defeat of die Elamites, from 

Kuyunjik. Height r. 132 cm: 52 in. (Photo, 
ManseU) 

106 Elamites in flight, from Kuyunjik. Height c. 

205 cm: 81 in. (Photo, Man^l) 

107 The sack of die city of Hamaan, from Kuyun- 

jik. Height f. 91 cm : 36 in. (Photo, Mansell) 

108 (a) Lions in royal park, from Kuyunjik. Height 

r. 99 cm; 39 in. (Photo, Mansell) 

(b) Lion released and killed, from Kuyunjik. 
Height r. 68 cm: 27 in. (Photo, Mansell) 

109 Assurbanipal killing lion, from Kuyunjik. 

Height c. 53 cm: 21 in. (Photo, Mansell) 

I TO Lion springing at Assurbanipal, from Kuyun- 
jik. Height f. 157 cm: 62 in. (Photo, 
Mansell) 

111 (a) Dying lioness, from Kuyunjik. Height c. 

60 cm: 24 in. (Photo, Mans^) 

(b) Dying lion, from Kuyunjik. Height e, 53 
cm: 21 in. (Photo, Mansell) 

1 12 Wild asses hunted with mastiffr, from Kuyun- 

jik. Heightr. 53 cm: 21 in. (Photo, ManseU) 

113 A herd of gazelles, from Kuyunjik. Height 

c. 53 cm: 21 in. (Photo, ManseU) 
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114 Assurbaiiipal and Queen taking refreshment in 

garden, from Kuyunjik. Height c. 53 cm: 
21 in. (Photo, Mansell) 

1 15 Bronze weight in the shape of a lion, from 

Khorsabad. Height c, 30 cm: 12 in. (Photo, 
Giraudon) 

116 Stele of Esarhaddon, from Zinvirli. Height u 

304 cm: 120 in. (Photo, Vordcrasiatischc 
Abteilung, Berlin Museum) 

117 Bronze stand or lamp, in Erlangen. Height c. 

25 cm: 10 in. (Miinck Jhk, Frontispiece) 

1 18 (a) Bronze cup in the shape of an antelope’s 

head. Height r. 14 cm: 5iin. (Courtesy, De- 
partment of Oriental and Classical Antiqui- 
ties, National Museum, Copenhagen) 

(b) The demon Pazuzu. Height r. 15 cm: 6 in. 
(Contenau r, Plate 20) 

(c) Glazed faience vase, from Assur. Height c, 
25 cm: 10 in. (Andrae i, Plate 22) 

1 19 (a) to (c) Three Assyrian cylinder scab (Frank- 

fort I, Plates 35a, k; 33c) 

120 Boundary stone of Mardukpahddina. (714 b.c.) 

(Photo, Vordcrasiatischc Abteilung, Berlin 
Museum) 

121 Buikling inscription of Nabupaliddina (870 

B.c.) 

122 The Ishtar Gate at Babylon. Reconstruction by 

Robert Koldcwcy (Koldewcy i, Plate 10) 

123 (a) to (d) Four ‘standards’ from Ala^a Huyiik. 

Heights: b: r. 22 cm: 9 in.; c: c. 33 cm: 
13 in.; d: r. 53 cm: 21 in. (Courtesy, Hamit 
Kopy and Ogiiz Arik) 

124 (a) to (d) Vase and bull figures from Chieftain’s 

tomb, Maikop, Kuban (after Trans, Imp. 
Archacol. Comm., 1897) 

125 (a) The Royal Gate at Boghazkcuy, from widi- 

in (Photo, Adrian Grant) 

(b) Orthostats and Sphinx Gate at Ala^a Huyiik 
(Garstang, Plate 29) 

126 Face of sphinx from Yerkapu (cf. Figure 49) 

(Photo, Vordcrasiatischc Abteilung, Berlin 
Museum) 

127 Outer jamb of Royal Gate at Bogliazkcuy. 

Height r. 213 cm: 84 in. (cf. Plate 130A) 
(Photo, Vordcrasiadsche Abteilung, Berlin 
Museum) 

128 (a) The Lion Gate at Boghazkcuy. Height of 

lion r. 21 3 cm : 84 in. (Photo, Adrian Grant) 
(b) The Sphinx Gate at Ala9a Hiiyiik. Height 
of sphinx c. 213 cm: 84 in. (Photo, Adrian 
Grant) 

X29 (a) Bronze figure of a god. Height r. 15 cm: 6 
in. (Louvre Archives Photographiques) 


(h) Bronze rein-ring. Height r. 25 cm: 10 in. 

(Louvre Archives Photographiques) 

(c) Bronze figure of a god. Height c. 12 cm: 5 
in. (Photo, Vordcrasiatischc Abteilung, 
Bcrlui Museum) 

130 (a) Figure of god on Royal Gate at Boghaz- 

kcuy (cf. Plate 127). Height f. 213 cm: 84 
in. (Bittcl I, Plate 3) 

(b) The king in tlic protection of a god, rt 
Yasilikaya. Height c. 1 82 cm : 72 in. (Photo, 
Vordenisiatischc Abteilung, Berlin Mu- 
seum) 

(c) Central group of gods at Yasihkaya. 
Height c. 213 cm; 84 in. (Photo Vordcr- 
asiatische Abteilung, Berlin Museum) 

131 (a) The sword god at Yasilikaya (cf. Figure 

S2). Height f. 304 cm: 120 in. (Photo, 
At Irian Grant) 

(b) P.irt of the procession of gods at Yasilikaya 
(Photo, Adrian Grant) 

132 (a) Deer, from Ala^a Huyiik (cf. Plate 125B) 

Height f. 9r cm: 36 in. (Courtesy, Director 
Ctcncral of Antiquities, Ankara) 

(b) Sword eater and acrobats, from Ala^a 
Hu>uk (Courtesy, Director General of 
Ai^fiquitics, Ankara) 

133 (a) Lion, from Malatya. Height r. 152 cm: 60 

in. (Courtesy, Director General of Anti- 
quit’cs, Ankara) 

(b) King libating before the gods, from 
Malatya. Height .. 81 cm: 32 in. (Delaportc 
2, Pk.tc 24) 

134 (a) and (b) Head of a clay figure, widi eyes of 

shell, from Jericho. Height c. 22 cm: 9 in. 
{Aim. Archacol. Anthrop. Liv. xxii, Plate 53) 

135 Copper figures from Tell Jedeideh. Heights c. 

1 9 cm : 7l in ; and r. 1 3 cm : 5 i in. (Courtesy, 
Robert}. Braid wood) 

136 Gypsum head, Irom Tell Brak. Height c. 17 

cm: 7 in. (Courtesy, M. E. L. Mallowan) 

137 (a) and (j) and 138 Head of YarimUm of Ala- 

lakh. H-'ight c. 16 cm: 61 in. (Courtesy, 
Sir Leonard Woolley) 

139 Faience knob in the shruc of a boar’s head, 

from Nuzi. Height .if disk c. ^ : cm: 5 in. 
(Courtesy, Director General of Anti- 
quities, Baghdad) 

140 Glazed pottery figure of a lion, from Nuzi. 

Height c. 22 cm: 9 in* (Starr, Plate 3) 

141 Stele widi weather-god, from Ras Shamra. 

Height (. 144 cm: 57 in. (Schaeffer 3, Plate 

23) 

142 Bronze figurine, from Mishrife.Heightf. I7cni: 

7 in. (Louvre Archives Photographiques) 
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143 Bronze figurine, from Ras Shamra. Height c. 

25 cm: 10 in. (Schaeffer 2, Plate 29) 

1 44 (a) and ( d) Bronze figurine, from Beirut. Height 

c, 16 cm: 6i in. (Louvre Archives Photo- 
graphiques) 

145 Gold dish, from Ras Shamra. Diameter c. 19 

cm: 8 in. (Schaeffer 3, Plate 1) 

146 (a) to (d) Four seal impressions. (Frankfort i. 

Plates 40c, m; 44n; 45!) 

(e) Copper axe head, inlaid with gold; iron 
blade; from Ras Shamra. Length c. 20 cm: 

8 in. (Schaeffer, Syria xix, Plate 39) 

147 Granite stele, from Bcisan. Height r. 92 cm: 37 

in. (Rowe, Frontispiece) 

148 Ivory inlays, from Megiddo: 

(a) Grifhn. Height c. 3 cm: li in. (Loud 3, 

Plate 9) 

(b) Bcs. Height r. 10 cm : 4 in. (Loud 3, Plate 8) 

(c) Sphinx. Height c. 10 cm: 4 in. (Loud 3, 

Plate 7) 

149 (a) Ivory inlay, from Byblos. Height c, 3 cm: 

1} in. (Montet i, Plate 142) 

(b) Mirror handle, from Enkomi. c. 12 cm : 5 
in. (Courtesy, Trustees, British Museum) 

150 Ivory lid of a box, from Minet cl Bcida. 

Height r. 1 5 cm: 6 in. (Schaeffer 2, Frontis- 
piece) 

1 51 (a) and (b) Ivory objects, from Megiddo. 

Heights c. 22 cm: 9 in; and f. 12 cm: 5 in. 
(Loud 3, Plates 39, 43) 

(c) and (d) Basalt Lions, from Alalakh, Height 
f. T2i cm: 48 in. (Antiq.Jnl xxx, Plates 3, 4) 

152 (a) Bronze figure covered with gold foil, from 

Megiddo. (Courtesy, f)ircctor. Oriental 
Institute, University of Cliir.igo) 

(b) Weight of red jasper, in the shape of a lion 
mauling a bull, from Tell cl Amarna. 
Height r. 6 cm: 2} in. (Courtesy, Trustees, 
British Museum) 

153 (a) Faience chariot, from Ras Shamra (Louvre 

Archives Photographiques) 

(b) and (u) Faience Cups, from Cyprus (Cour- 
tesy, Trustees, Britisli Museum) 

(c) Faience Cup, from Ras Shamra (Louvre 
Archives Photographiques) 

1.54 (a) Plan of palace and temple at Tell Tayanat 
(Courtesy, Director, Oriental Institute, 
University of Chicago) 

(b) Column base, from Tell Tayanat (Courtesy, 
Director, Oriental Institute, University of 
Chicago) 

155 Entrance to Palace at Sakjcgeuzi (Garstang, 
Plate 47) 
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1 56 Column base of temple. Tell T ay anat (Courtesy 

Director, Oriental Institute, University of 
Chicago) 

157 (a) Column-figure from the palace of Kaparu, 

Tell Halaf. Height r. 274 cm: 108 in. 
(Oppenheim, Plate 13 a) 

(b) Bird on column, from Tell Halaf. Height 
f. 182 cm: 72 in. (Oppenheim, Plate 14) 

158 (a) Scorpion-man, from Tell Halaf. Height r. 

162 cm: 64 in. (Oppenheim, Plate 42A) 

(b) Scorpion-man, from Tell Halaf. Height c, 
91 cm: 36 in. (Oppenheim, Plate 41 a) 

(c) Funerary statue, from Tell Halaf. Height r. 
182 cm: 72 in. (Oppenheim, Plate 43) 

159 (a) Supporters of winged sun disk, from Tell 

Halaf. Height r. 91 cm: 36 in. (Oppenheim, 
Plate 8b) 

(b) Six-winged genius, from Tell Halaf. 
Height c. 60 cm: 24 in. (Oppenheim, Plate 

32 A) 

(c) Two figures dispatching a third. Height c. 
60 cm: 24 in. (Oppenheim, Plate 36A) 

160 (a) Weather-god, from Zmvirli. Height r. 132 

cm : 52 in. 

(b) Acrobats, from Zin(;irli. Height r. 113 cm: 
45 in. 

(c) Warrior, from Zin^irli. Height r. 142 cm: 
56 in. 

161 Two reliefs (not originally adjoined), from 

Carchcmish ((Courtesy, Director General of 
Antiquities, Ankara) 

162 Stele of Barrekub, from Ziin;irli. Height r. 114 

cm: 45 in. (Photo, Vordcrasiatischc Abtci- 
lung, Berlin Museum) 

163 Statue of a king, from Zin^irli. Height r. 365 

cm: 144 in. (Courtesy, Director, Archaeo- 
logical Museum, Istanbul) 

164 Rock relief showing Urpallu king of Tyana 

before the god Sandas (Meyer ed., Plate 

15) 

165 (a) to (e) Reliefs from Karatepe (Courtesy, 

H. Th. Bossert, U. Bahadir Alkim, Halet 
f "ambcl) 

166 (a) Ivory mirror handle, from Nimrud. Height 

c. 12 cm: 5 in. (Courtesy, Trustees, British 
Museum) 

(b) Ivory handle of a fan, from Nimrud. 
Height c, 14 cm : $i in. (Courtesy, Trustees, 
British Museum) 

167 (a) Ivory spliinx, part of a piece of furniture. 

Height c. 12 cm: 5 in. (Courtesy, Director, 
Metropolitan Museum of Art, New York) 
(b) and (c) Fragments of round ivory boxes 
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(d) (b) and (p) Heads of women, in ivory 
(b) to (p) from Nimrud (Courtesy, Trustees, 
British Museum) 

168 (a) to (d) Ivory inlays, from Arslan Tash 

Heights A c 1 1 cm 4^10 ,b c 8cm 3im , 
c c 17 cm 7 in (Ihureau-Dangm a o , 
Plates 19, 26, 33) 

169 (a) and (n) Ivory inlays from Atslan Tish 

Heights A I 6 cm 2| in , d c 12 cm 
5 in (Thureau-Dangm .10) 

170 (a) Ivory inlw showing winged griffins and 

plants, partly gilt and inlaid with lapis 
lazuli and odicr coloured stones, from 
Nimrud Height c 12 cm* s m (Photo, 
Mansell) 

(b) *Astartc at the Window*, ivory ml ly from 
Khorsabad Height r 10 cm 4 in (loud 2, 
Plate 51) 

(c) Winged sphinx, ivors ml i) , from Khorsa- 
bad Height ( 9 cm 111 (Loud 2, Plate 

12) 

1 71 Bronze bowl, from Nimrud Diameter r 21 

cm Sj 111 (Courtesy, Tiustccs, Diitish 
Muse uni) 

172 (a) and (b) Two bronze bowls, fiom Nimrud 

Diameter a t 10 cm o^in , b r 21 cm 
8} m (Courtesy, Trustees, British Mu- 
seum) 

173 (a) ind (b) Two bronze bowls, from Nimrud 

Diameter a r 22 cm g m , b sec Plate 
172B) (Courtesy, Irustces, British Mu- 
seum) 

1 74 (a) Ccntaurcss in bronze, p irt of a throne f 1 om 

fopra Kale, near Van Height r 20 8 m 
(Courtesy, Irustces, British Museum) 

(b) Bronze stand, from Curium in Cypris 
Height r ncm 4! in (Courtesy, Trusnes, 
British Museum) 

(c) Bronze figure of a god, fro Susa Height 
c 17 cm 7 in (Photo, Criraudon) 

175 Bronze statue of Queen Napirasu, from Susa 

Height r 129 cm 51111 (Photo, Giraudon) 

176 (a) to (i ) Bronze orniinents, fiom Luristan 

(a) Head of 1 pm Height c 17 cm 6J in 
(C^dard, Plate 38) 

(b) Head of a pm Height c 12 cm 5 m. 
(Godard, Plate 36) 

(c) Pole top Height c 30 cm 12111 (Encyclo-- 
pMte photoffraphique de Part i, 33A) 

177 (a) to (c) Iwo bronze pole-tops, from Lun- 

stan and a silver daggcr-hilt 

(a) Height c 13 cm si m (C^dard, Phtc 53) 

(b) Height r. 20 cm 8 in. (Godard, Plate 55) 
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(c) The r E Lawrence dagger hilt. Height c 
15 cm 6i m. (Courtesy, Trustees, British 
Museum) 

178 (a) Rock relief of Darius I, at Behistun (Kmg, 
Plate 3) 

(b) Staircase leiding to Iripylon at Pcrsepolis 
(Courtesy , Dr Erich F Schmidt ) 

I7ii (a) Detail of stairway of the Tripylon at Perse- 
polis (Courtcs\ , Dr Erich F Schmidt) 

(b) Relief at the soudiern end of tlie stairway to 
the Audience Hnll ot 1 )arius and Xerxes at 
Persepolis (Courtesy, Dr Erich F. Schmidt) 

180 (a) Relief on southern doorway of the Hall of 
One Hundred Columns at Persepolis 
(Courtesy, Dr Erich F Schmidt) 

(n) Cate of Xerxes at Persepolis (Courtesy, Dr 
FtilIiF Schmidt; 

(c) r lumn from Persepolis (Courtesy, Direc- 
tor, Oriental Insututc, University of 
Chicago) 

I Si The Audience Hill of Darius ind Xerxes with 
ICS cistern stairway and the palace of Darius 
in the background (Courtesy, Dr Erich F 
SJiniidt) 

182 Proccssuin ofM'^dcs md Persians (cf Plitc 18 1) 

(Courtesy, Dr Erich F Schmidt) 

183 Procession of tribute bcircrs (cf Plate 181) 

(Courtesy, 1 >r Eri Ji F Schmidt) 

184 (a) Darius with Xerxes, giving audience, from 

the Treasury at I'crsepolis Height c. 243 
cm ij6in (Courtesy, Dr Erich F Schmidt) 
(b) Bactrian leading (aim I (cf Plate 183) 
(Courtesy, Dr Erich F Schmidt) 

185 Face of bull-man, from a capital of Persepolis 

(Courtesy, Director, Oriental Institute, 
University of Chicago) 

186 Reconstruction, by Charles Chipiez, of the 

Hill of One Hundred Columns (Perrot ct 
Chipicz V, Plate 8) 

187 Aeliacmcmian royal tomb, at Naqsh-i-Rustam 

(Courtesy, Dr Erich F Schmidt) 

188 (a) Bronze support in th( shape of three lions 

Height f 22 cm gir ^Schmid Figure 45) 
(b) Relief m polychrome glazed bricks, from 
Susa. Flcight c. 142 cm: $6 m. (Louvre 
Archives Photographiques) 

189 (a) Figurmc, from the Oxus treasure Height 

c 15 cm 6 in (Courtesy, Trustees, British 
Museum ; 

(b) Gold jug, from the Oxus treasure Height 
c 13 cm 5 in (Courtesy, Trustees, British 
Museum) 


opi. Tile eipnbtttkm of tfak in the caption and the list of plates is mconect. It is from 
Utosr^ and ii|,inqprodiicad by courteous pehnissioa of the Bnosk Schos^ of Archaeology in Iraq. 
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(c) Figurine. Height r. 12 cm: 5 in. (Upham 
Pope ccl., Plate io8a) 

190 (a) Gold bracelet from the Oxus treasure 
(Courtesy, Trustees, British Museum) 

(b) and (c) Achacmcnian cylinder seal (B.M. 
89337). Enlarged. (Photo, Otto Fein) 


191 Silver Rhyton, from Armenia. Height c. 25 

cm: 10 in. (Dalton, Plate 22) 

192 Handle of a jar, in the shape of a silver ibex 

inlaid wiA gold, upon a satyr’s head (Up- 
ham Pope cd., Plate ii 2 b) 


XX 



ABBREVIATIONS USED IN THE LIST OF 
FIGURES AND PLATES 


Akurgal 
Andrac i 
Andrae 2 

Ann. Archaeol. Anthro. Liv. 

Antiq.Jnl 

Bittcl I 

Bittcl 2 

Bittcl, Naumann, Otto 
Brit. Mus. Qrt. 

Coiitcnau i 
Contenau 2 

Dalton 
Dclaportc i 

Dclaportc 2 
Delougaz 

Dclougaz and Lloyd 

Dc Sarzec 
Dussaud 1 
Dussaud 2 
Frankfort 1 

Frankfort 2 
Frankfort 3 
Frankfort 4 

Frankfort, Lloyd, and Jacobsen 

Gadd 

Garstang 

Gelb 

Godard 

Hall 8c Woolley 
Hdh. der Arch. 

Heinrich 1 
Heinrich 2 

Herzfeld 
Jnl Nr East. Stud. 

King 1 


£. Akurgal. Spdthethitische Bildkunst (Ankara, 1949) 

W. Andrac. Coloured Ceramics from Assur (London, 1925) 

W. Andrae. Das Wiedererstchende Assur (Leipzig, 1938) 

Annals of Archaeology and Anthropology, Liverpool, xxn 
Antiquaries Journal 

K.Bittel. Bogazkdy, Die Kleiufunde der CrahungcHy ipcO-i? (Leipzig, 1937) 
K. Bittcl. Die Ruinen von Bogazkdy (Bcrlm, 1937) 

K. Bittel, R. Naumann, H. Otto. Yazilikaya (I cipzig, 1941 ) 

British Museum Quarterly 

G. Contenau. Antiquith Orientalc:^. Muscc du Louvre (Paris) 

G. Contenau. Manuel d* archeologic orientaledepuis les origines jusqu^ Vdpoqut 
d' Alexandre (Paris, 1927, 1931, 1947) 

0. M. Dalton. The Treasure of the Oxus (London, 1905) 

L. Dclaportc. Catalogue des Cylindres orientaux, Mus6c du Louvre (Paris, 
1920, 1923) 

L. Dclaportc. Malatya (Paris, 1940) 

P, Delougaz. The Temple oval at Khafaje (Chicago, 1940) 

P. Delougaz, S. Lloyd. Pre^Sargonid Temples in the Diyala Reqion (Cliicago, 
1942) 

E. dc Sarzec, L. Heuzey. Dkouvertes en ChaJdde (Pans, 1884-1912} 

R. Dussaud. L*art phenicien du deuxieme mtlldtuitc av.J.-^C. (Paris, 1949} 
R. Dussaud. Les civilizations prihclUniques (Paris, 1914) 

H. Frankfort. Cylinder Seals: A Documentary Essay on the Art and Religion of 
the Ancient Near East (London, 1939) 

H. Frankfort. More Sculptures from the Diyala Region (Chicago, 1943) 

H. Frankfort. Oriental Institute Discoveries in Iraq, 1033-4 (Chicago, 1939) 
H. Frankfort. Sculpture of Third Millennium from Tell Asmar and Khafaje 
(Chicago, 1939) 

H. Frankfort, S. Lloyd, Th. Jacobsen. TheGimilsitn Temple and Palace of the 
Rulers of Tell Asmar (Chicago, 1940) 

C. J. Gadd. Stones of Assyria (London, 1936) 

J. Garstang. The Hittite Empire (London, 1929) 

1. J. Gclb. Hittite Hieroglyphic Inscriptions (Chicago, 1939) 

A. Godard. Les Bronzes du Louristan (Paris, 1931) 

H. R. Hall and C. L. Woolley. Ur Excavations 1 (London, 1927) 
Handbuch der Archaeologie i (Miinchen, 1939) 

E. Heinrich. Fara (Berlin, 1931) 

£. Heinrich. Kleinjunde ausdenarchaischen Tcmpclschichtenin Uruk (Leipzig, 
1936) 

£. Herzfeld. Iran in the Ancient East (Oxford, 1941) 

Journal of Near Eastern Studies 

L. W. King. The Bronze Reliefs from the Tomb of Shalmaneser III (London, 

1915) 


XXI 



ABBREVIATIONS 


King 2 

Koldewey i 
Koldcwey 2 

LangsdorfF and McCown 

Layard 

Loud I 

Loud 2 

Loud 3 

Laschan 

Meier cd. 

Montet I 
Montet 2 

Muttch.JhL 

Mus.Jttl 

Naumann 

Nics-Keiscr 

Oppcnheim 
Perrot et Chipicz 
Puchstcin 
Rowe 
Schaeffer i 
Schaeffer 2 
Schaeffer 3 
Schmidt 
Smith 

Starr 

Thureau-Dangiii a.o. 

Toblcr 

Trans, Imp. Archacol. Comm. 
Upham Pope cd. 

U.V.B. 


Woolley I 
Woolley 2 
Zervos 

Zschr. f. Assyriol. 


L. W. King and R. C. Thompson. The Sculpture and Inscriptions ••.of 
Behistun (London, 1907) 

R. Koldewey. Das Ischtar-Torin Babylon (Leipzig, 1908) 

R. Koldewey. Das wieder erstehende Babylon (Leipzig, 1925) 

A. Langsdorff and D. £. McCown. TalUiSakun A (Chicago, 1942) 

A. H. Layarc. The Monuments of Nineveh I (London, 1849) 

G. Loud. Khorsabad I (Chicago, 193^) 

G. Loud. Khorsabad II (Chicago, 1938) 

G. Loud. The Megiddo Ivories (Chicago, 1939) 

F. von Luschan. Ausgrabungen in Sendschirli (Berlin, 1893-1911) 

£. Meier. Reich und Kultur der Chethiter (Berlin, 1914) 

P. Montet. Byblos Vtlgypte (Paris, 1928) 

P. Montet. Les reliques de Vart Syrien dans Vigypte du Nouvel Etnpire (Paris, 

1937) 

Munchener Jahrbuch der Bildenden Kunst VIII 
Museum Journal 

R. Naumann. Tel Halaf II (Berlin, 1950) 

J. B. Nics and C. E. Kciscr. Historical, Religious, and Economic Texts (New 
Haven, 1920) 

M. von Oppenheim. Tell Ilalaf (London) 

G. Perrot and Ch. Chipiez. Histoire deVartdansV antiquity (?zns,i^^2,ctc.) 
O. Puchstein. Die lonische Saule 

A. Rowe. The Topography and History of Beth Shan (Philadelphia, 1930) 
C. F. A. Schaeffer, Stratigraphic Comparer (Oxford, 1948) 

C. F. A. Schaeffer. Ugaritica I (Paris, 1939) 

C. F. A. Schaeffer. Ugaritica II (Paris, 1949) 

Eric F. Schmidt. Persepolis I (Chicago, 1953) 

S. Smith. Assyrian Sculpture in the British Museum, from Shalmaneser III to 
Sennacherib (London, 1938) 

R. F. S. Starr. Nuzi (Cambridge, Mass., 1937, 1939) 

F.Tliureau-Dangin, A. Barrois,J. Dossin, etM. Dunand. Arslan Task (Paris, 

J931) 

A. J. Toblcr. Excavations at Tepc Cawra II (Philadelphia, 1950) 
Transactions of the Imperial Archaeological Commission iSgy 
A. Upliam Pope. A Survey of Persian Art from Prehistoric Times to the 
Present (London and New York, 1938) 

. . . vorlauflger Bericht iiber die von der Deutschen Forschungsgemein- 
schaft in Uruk-Warka untemommenen Ausgrabungen. Abhandlungen 
dcr Preussischen Akademie dcr Wissensdiaften, Jahrgang . . . phil. Hist. 
Klasse No. ... 

C. L. Woolley. Ur Excavations II (London and Philadelphia, 1939) 

C. L. Woolley. Ur Excavations V (London and Philadelphia, 1939) 

C. Zervos. Uart de la Mesopotamie (Paris .1935) 

Zcitschrift fur Assyriologie 


xxii 



Henri Frankfort died on is July 1954. His sudden ill- 
ness and his death made it impossible for him to see this volume 
through the press. However, so exacting had been his scholar-^ 
* ship and so intense his enthusiasm that no alterations of any im- 
portance can have been necessary. What had to be done was 
done as an act of friendship by Miss Rachel Levy, to whom I 
wish to express my gratitude. 

Professor Frankfort, whom I first met when he was still at 
the Oriental Institute in Chicago, had beat working on this book 
from 1947 to 19SJ. Co-operation on its latei phases was sim- 
pler, as he was then Director of the Warburg Institute of the 
University of London. The fact that he, an orientalist, had been 
chosen as head of this Institute, which is devoted to post-gi aduate 
research in the history of art, shows at once what was most ex- 
ceptional in his attitude to his subject. He did not approach ii 
as an antiquarian, although fully equipped to do so and although 
his experience ranged from field work to philosophy. His great- 
est love was the work of art for its own sake, and he regarded it 
as his task — as indeed the present book fully proves - to present 
oriental art as art, and not as archaeological evidence. It is not 
Jor me here to express my warm feeling and my admiration for 
him. May this voluut? oj' the Pelican History oj Art be accepted 
as a monument to him as a man and a scholar. 
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INTRODUCTION 


Strictly speaking, a history of the art of the ancient Near East has never been written. 
Twenty-five years ago it would have been impossible to make the attempt, for most of 
the monuments illustrated in this volume have only been discovered since then. But even 
to-day a basic difficulty remains. There is nothing resembling the continuity of tradition 
which has preserved our familiarity with the art of classical antiquity. We may be 
attracted by the pecuhar beauty of some Near Eastern works, and repelled by others; 
in either case they remain enigmatic, unless we acquire some insight into the spiritual 
climate and die geographical and historical conditions in which they were created. In 
other words, it is the archaeologist who must build the scaffold from which we can view 
these ancient monuments as works of art. Once this is done, we see in their proper light 
not only the individual works, but ancient Near Eastern art as a whole. 

The art of the ancient Near East occupies a peculiar position, in that it brought into 
being many of the artistic categories wliich we take for granted. When, in Egypt or 
Mesopotamia, men built monumental temples or erected statues, or steles, they dis- 
covered modes of expression without precedent. These* innovations m the field of art 
constitute but one aspect of a chaiige by wliich prehistoric cultures were transformed 
into the first great civilizations. 

For untold centuries the ancient Near East, like the rest of Asia, Europe, and North 
Africa, sustained a sparse population of farmers. They dwelt in smi!l villages or home- 
steads wliich were self-supporting, self-contained, and practically unchanging. The crafts 
of agriculture and stockbreeding, spinning and weaving, flint knapping and pot-making 
were known, and art consisted in the adornment of man's person, or of his tools and 
chattels. But between 3500 and 3000 n.c. two societies of an entirely different order 
emerged within this vast continuum of prehistoric village cultures. The Mesopotamians 
congregated in cities, the Egyptians united under the rule of a single divine king. Writ- 
ing was invented, copper was employed for implements instead of stone, and trade with 
foreign countries assumed unprecedented proportions. It was then that monumental 
architecture and sculpture made their appearance. 

The change took place almost simultaneously in Mesopotamia and Egypt, Meso- 
potamia starting a little earlier. It is certain that the two countries were in contact, and 
that Egypt was stimulated by the Mesopotamian example. Yet there is no question of 
slavish imitation. In fact it is characteristic of diis prc-classical world that it possessed, at 
all times, two distinct centres. Egypt and Mespotamia were the focal points of civiliza- 
tion from about 3000 until 500 b.c., when Greece took the lead. But from the very first 
the two centres showed different, and often contrasting, mentalities. 

The other countries of the ancient Near East - Asia Minor, Syria, Palestine, and Persia 
- lack cultural continuity. Their art shows a succession of more or less promising starts 
which lead nowhere. It may be that some of these peoples were not gifted in the plastic 
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arts, for there is a striking discrepancy between their artistic and their literary achieve- 
ments. If we think of the poetic splendours of the Old Testament, or even of the poetry 
in the Ras Shamra texts, we shall look in vain for a single Syrian or Palestinian work of 
art that reaches comparable levels. But we must also remember that these countries were 
politically unstable. Small independent principalities were frequently established, only 
to succumb again to the armies of Egypt or Assyria, or to be overrun by barbarian 
hordes. In epochs of prosperity feverish attempts were made to equal the magnificence 
of Thebes or Babylon, so tliat the prestige of some local potentate might be enhanced. 
But under such conditions neither originality nor artistic maturity can be expected, and 
even the best of the various local schools arc manifestly derivative. Asia Minor, Syria, 
Palestine, and Persia must, therefore, be treated as peripheral regions where art reflected 
- within narrow limits - the contemporary achievements of Egypt and Mesopotamia. 

Yet their adaptations and combinations of borrowed themes show sufficient original- 
ity to be of interest, so much more since the peripheral regions served as transmitters of 
the Near Eastern repertoire to Greece. I could have made this relationship of the ancient 
Near East with Greece, and hence with Western art as a whole, my main tlicme. For 
while it is true that we are estranged from ancient Near Eastern thought by tlie sway 
which Greek philosophy and biblical ethics hold over our own, tlicre has never been a 
corresponding break in artistic continuity. It would, in fact, be tedious to stress in this 
book every first appearance of an architectural device, a sculptural form, a decorative 
theme which has subsequently become part of the repertoire of Western art. But there 
are two reasons against placing this aspect of tlic ancient Near Eastern achievement in 
the foreground. It would, in the first place, have required a very full treatment of the 
minor arts. And, in the second place, it would have reduced tlie history of ancient Near 
Eastern art to a mere prelude to that of classical antiquity, whereas ancient Near Eastern 
art deserves, on the contrary, to be studied for its own sake. And even if some of the 
works wliich will be illustrated here inadequately realize tlicir obvious purpose, they pos- 
sess the merits of experiments and discoveries and arc significant in their consequences. 

The structure of the ancient Near East determines the lines along which exposition 
must proceed. This volume will first follow the development of Mesopotamian art, and 
then discuss the peripheral schools to wliich it gave rise at various times. A separate 
volume will be dedicated to Egypt. 

The general reader may find that the interpretation of individual works, and tlie his- 
torical connexions between distinct schools and regions, are sometimes substantiated 
with more detail than he requires. But conclusions drawn from discoveries so recently 
made cannot hope to command general assent unless they arc well founded. A more 
apodcictic style would, moreover, have given a false impression of finality. 


XXVI 



PART ONE 


MESOPOTAMIA 




CHAPTER 1 

THE EMERGENCE OF SUMERIAN ART: 
THE PROTOLITERATE PERIOD* 

<CIRCA 3500-3000 B.C.> 


Introduction 

Mesopotamia is ill defined. To the west it fades into the emptiness of Arabia; in the 
north it can barely be separated from the fertile plains of nortli Syria, with which it is, 
indeed, comiccted by a main artery of caravan traffic aiding the Euphrates. Eastwards a 
wide range of foothills leading up to the Persian and Armenian highlands is imder the 
influence of the people of the plains, but never wholly under their control. 

The great transition from relative barbarism to civilization took place in the extreme 
south of Mesopotamia, in the region called Sumer or Shumer by its early inhabitants.-* 
The earliest settlers had descended from south-west Persia, when a progressive change 
in the climate was slowly turning the highlands into deserts and the pools and reed 
swamps of the plain into marshes which were, here and there, mhabitable. The earliest 
settlers are called the Al ‘Ubaid people,^ after the place where their remains were first 
discovered and the period of dicir predominance the Al ‘Ubaid Period.^ They were 
established in the plain, as is generally thought, by 4000 b.c., a'ul may have arrived 
earlier. Fardier to the north, where diluvial soil had provided dry land, immigrants from 
Persia had arrived at an even earlier age. Their distinctive pot^ery, fo*ind at Samarra on 
die Tigris, at Baghouz near Abu Kemal on the Euphrates, at Nineveh, at Hassuna, and a 
number of other sites in the north, is superior to that of the Al ‘Ubaid people, and may 
serve here as representative of prehistoric art in Mesopotamia (Figure i).* Its decoration 
consists chiefly of narrow zones closely packed with ‘geometric’ designs, but on the in- 
side of plates or open bowls appear more ambitious compositions, which show a ten- 
dency to whirl-like movement. Notice the streaming hair of the women, and also the 
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Figure 1. Three prehistoric bowls, from Samarra 
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scorpions, offigure ia; tlie fishes and birds (which hold fishes in their beaks) of figure lit; 
and the swastika at the centre of figure ib, which joins in this pressure on the circle in 
one direction. Figure ic shows how the predilection for whirl-like designs transformed 
the Maltese cross, a common and suitable centre design for bowls, into a toy-wheel of 
goats, by the simple device of prolonging one side of each triangle and making it into 
a neck of a goat’s head with backward-sweeping horns. A little tail (inappropriately 
shaped) was added to tlie opposite end of each triangle. This ‘animation’ of an abstract 
design is less common than the gradual transformation, in the course of copying, of a 
natural representation into an abstract pattern, which is best illustrated in the early pot- 
tery of Susa or Persepolis (Figure 99 and pp. 202 ff), but both phenomena do occur, 
and it is as one-sided to explain all representations as later additions to an abstract reper- 
toire as to deny, with some theorists, that the inherent rhythm of abstract designs has 
ever been spontaneously employed for decoration. It must be added that in Mesopotamia, 
as elsewhere, the finely decorated pottery of prehistoric times has no successor; it seems 
that tlie improvement of technique enabled stone and metal vessels to take the place 
formerly occupied by fine decorated pottery, and that from the Protoliterate Period 
onward plain pots of baked clay were used as kitchen- waic only. 

The preliistoric clay figurines of men and animals do not difier in character from simi- 
lar artless objects found throughout Asia and Europe. A history’ of art may ignore them, 
since they cannot be considered the ancestors of Sumerian sculpture. But Sumerian 
arcliitecture has antecedents in the preliistoric age. 

Architecture 

The natural conditions of the plain did not favour the development of architecture. It 
lacked timber and stone. For shelters, sheep-pens, huts, and the like, the tall reeds of the 
marshes could be used. Larger and more permanent structures had to be built from the 
one material that was everywhere available, and that in unlimited quantities - the alluvial 
mud of the plain. Mud-bricks liad been invented in Persia before the Al ‘Ubaid people 
descended into the flat country : they were oblong, dried in the sun, and set in mud mor- 
tar when walls were constructed. 

At Abu Shalirein, ancient Eridu, the successive phases of a temple have been re- 
covered, which show development from a primitive to an advanced stage of archi- 
tectural design.^ The earliest layers contain a shrine measuring only about twelve by 
fifteen feet and of the simplest shape. But it contained two features which were never to 
be abandoned : a niche in one wall marked the place of the god’s appearance, and perhaps 
already at this stage of his statue or emblem; and an offering table of mud-brick was con- 
structed a little in front of the niche. In the course of subsequent rebuildings the temple 
was enlarged and improved; the thin walls were strcngdiencd with buttresses, and al- 
tliough these were purely practical in origin, they were soon used to add some variety to 
the exterior of the building. Mud-brick is unattractive in colour and texture, but but- 
tresses regularly spaced can produce contrasts in light and shadow which rhythmically 
articulate the monotonous expanse of wall. Within the Al ‘Ubaid Period the transforma- 
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tion of a utilitarian device to an art-form was completed, and down to the Hellenistic 
Age Mesopotamian temples continued to be distinguished from secular buildings by 
buttresses and recessed walls. The early stages of this development were not confined to 
the south. At Tepe Gawra, in the north, a temple shows walls buttressed inside and 
outside (Figure 2);^ the doorway opens between stepped recesses wliich effectively 
emphasize an entrance in a f^sidc. Yet the position of the buttresses is obviously 1 elated 
to the problem of roofing the enclosed space. They occur where beams or rafters rest 
upon the w alls, and although spaced more or less regularly, they have not become pure 
decoration.® 




Fi^^urc 2. Temple m stratum XIII, Tepe (lawra 


The temple of Tepe Ciawra appears rather tentative and experimental when wc com- 
pare it witli the last temple built at Abu Shahrein (Eridu) during the Al ‘Ubaid Period. 
This has left the earlier buildings far bcliind in its clear and purposeful plan’ (Figure 3). 
The central space - the cella or actual slirine - is clearly set off from the su'.''sidiary rooms 
located in the comer bastions. The buttresses have become a regular feature of the outer 
walls. An altar, placed against one of the short walk, is faced by an offering-table. The 
building is entered through one of its long walls by means of stairs leading up to the plat- 
form on which it is placed. All these features remain distinctive of Mesopotamian 
temples in subsequent periods. 

Since writing was unknown at the time, we caiuiot know wliat god was worshipped 
in this shrine. But there is at least a Ukelihood tliat it was Ea, who was the chief deity of 
Eridu in historical times. This god was manifest in the sweet waters (‘he has built lus 
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Figure 3. Temple VII, Abu Shahrem 


chamber in the deep’). And since water is beneficial, since, moreover, it ‘avoids rather 
than surmounts obstacles, goes round, and yet gets to its goal’;^® Ea was worshipped as 
die god of wisdom, of helpful magic and medicine; a friend to man. Now, at Eridu the 
offering-table and the floor of the shrine were at one stage found to be covered with a 
thick layer of fishbones. This suggests that even in the Al ‘Ubaid Period the god was 
revered of whom it was said: 

When Ea rose, the fishes rose and adored him. 

He stood, a marvel unto the deep . . . 

To the sea it seemed that awe was upon him; 

To the Great River terror seemed to hover around him 
While the south wind stirred the depth of the Euphrates.^* 

The lay-out of the shrine would not disclose whether or not it was dedicated to Ea. The 
same type of structure served all the gods, and there is no doubt that this type was 
evolved from that found at Tepe Gawra and Eridu. The subsequent development begins 
with the transformation of the prehistoric peasant society to one of a more complex 
order, a change to which we have referred in the Introduction. The new epoch is called 
the Protohteratc Period, because the invention of writing was one of its most momen- 
tous innovations. Another was the founding of cities and, with it, the formation of the 
political entity characteristic of Mesopotamia - namely, the city-state. The social life of 
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a community which remained agricultural in essence was henceforth concentrated in the 
towns. 

However, Sumerian society was not secular, and the towns were dominated by one 
or more shrines (Plates 12 and 55). Their structure, their very appearance, revealed a 
basic belief (explicitly stated in Sumerian poetry and in the Babylonian Epic of Creation) 
that man was created to serve the gods. The city was a means to this end ; each township 
was owned by a deity in whose service the community enjoyed prosperity. 

At Warka, the biblical Erech, this conception found a grandiose expression. A temple 
of the Protoliterate Period, preserved by an extraordinary chance, “ and probably dedi- 
cated to the god Anu, repeats in its plan (Figure 4) die main features of the shrine at 
Eridu (Figure 3), but the process of clarification has proceeded farther. The comer bas- 
tions are gone and the plan has become a simple oblong decorated with a uniform system 
of buttresses and recesses. The principal change, however, appears in the elevation. The 
platform found at Eridu is here replaced by an artificial mountain, irregular in outline, 
and rising forty feet above the featureless plain, a landmark dominating the coimtry- 
side for miles around (Plate i). Its comers were orientated to the points of the compass. 
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Access was by a stair built against die north-eastern face and leading to die summit.^’ 
There, on a terrace without parapet, where sun and wind ruled unchallenged above the 
vast expanse of fields and marshes, stood the small whitewashed shrine.^^ Its outer wall 
shows multiple recesses, strengthened with short round timbers, between the buttresses.^ 

A step at the south-western side leading to the top of the plinth marked the entrance. 
One passed through a vesubule which was one of a series of small rooms placed along 
the long sides of the building, and reached the cella at its centre. In one comer stood a 
platform or altar. It was four feet high, and a flight of small narrow steps led up to it. In 
front of it, at a little distance, an offering-table of brick was constructed, and a low semi- 
circular hearth had been built up against it. The interior of the shrine was decorated with 
recesses, and the sloping sides of the artificial mound also show shallow recesses between 
buttresses of brick. 

The huge communal labour which went into the building of this sanctuary did not 
serve a purely architectural purpose. It was an attempt to bridge the chasm which separ- 
ates humanity from the gods. The Mesopotamian deeply felt the enormity of the pre- 
sumption that man should offer residence to a deity, and die gigantic effort spent on the 
erection of a temple tower may well have strengthened his confidence that contact with 
the superhuman powers would be achieved. In any case, the temple tower (or Zig- 
gurat) was sacred. The names by which some of them were known in later times have 
been preserved, and they indicate that they were intended not merely to resemble, but 
to be, * mountains’. The Ziggurat of the storm god Enlil was, for instance, called * House 
of the Mountain, Mountam of the Storm, Bond between Heaven and Earth’. But in 
Mesopotamia * mountain’ was a religious concept of many-sided significance. It stood 
for die whole earth, and within it, therefore, were concentrated the mysterious powers of 
life which bring forth vegetation in spring and autumn, and carry water to dry river- 
beds. The rains, too, come from the mountains, and the Great Mother, source of all life, 
is named Ninhursag, Lady of the Mountain. The mountain, then, was the habitual set- 
ting in which the superhuman became manifest, and the Sumerians, in erecting their 
Ziggurats with an immense common effort, created the conditions under which com- 
mumcation with the divine became possible. 

The shrine on the top of the Ziggurat was called Shakhuru, which means ‘waiting- 
room’ or ‘room one passes through’.^^ In the temples on ground level this name was 
given to the antecella, the room before the Holy of Holies (Figure 19, left bottom), 
where the faithful awaited the opening of the cella and the epiphany of the god. It seems, 
therefore, that the temple on top of the Ziggurat was thought to be a hall, where the 
manifestation of the god was likewise awaited. We do not know whether the Anu Zig- 
gurat at Warka possessed a second temple on ground level, as was the usual arrangement 
in later times. 

However this may be, and although not all sanctuaries included a temple rower or 
Ziggurat, all were given a token elevation above the soil. A temple at Al ‘Uqair which 
was contemporary with, and of precisely the same dimensions as the temple on the Anu 
Ziggurat at Warka, stood on a platform but fifteen feet high.^^ It was irregular in ground 
plm, like the Ziggurat at Warka, but it rose in two distinct stages. In this respect it 
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resembled the Ziggurats of later times, which were staged towers with the shrine placed 
upon superimposed blocks of masonry, eacli smaller than the one below. Herodotus, 
when he visited Babylon, saw a temple tower with seven stages, each painted a different 
colour. Since these later Ziggurats resemble the platform of Al ‘Uqair in possessing dis- 
tinct stages, and that of Warka in being of great height, we may conclude tliat elevation 
and staging became conventional characteristics, but that they had at first been optional, 
and that the two Protolitcrate shrines at Warka and Al ‘Uqair did not differ in essentials. 
The significance of the Ziggurat was symbolical, and the symbolism could be expressed 
in more than one way. Tlie same idea, which was unequivocally expressed in a high 
artificial mountain, could also be rendered by a mere platform a few feet high. One 




Figure 5. Sin Temple U, Khafaje 

might call the platform an abbreviation of the Ziggurat, if that wording did not suggest 
that the Ziggurat was the earlier form. That, however, is by no means certain; in fact, 
it is more probable that the platform of the earliest temples at Eridu, of the Al ‘Ubaid 
Period, already represented the sacred ‘mountain’. We may perhaps assume that it was 
only the unprecedented man-power wliich the foundation of cities put at the disposal of 
the leaders of the community which enabled the men of Warka to give to the fimda- 
mental notion of their sacred architecture such concrete expression.*’ 

The shrme we have just described was not the only one biult at Warka in Protoliterate 
times. The sacred precincts of the goddess Inanna, the ‘Lady of Heaven’, called Ishtar 
by the Semitic-speaking inhabitants of Mesopotamia, was situated close by the Ziggurat 
of Anu. The ruins of Eanna, the precinct of the Great Mother, are too fragmentary to 
teach us much beyond certain details of architectural decoration to which we shall re- 
turn (Plate 2 ),^ But at another site, Khafaje, we find modifications of the original plan, 
as known at Al ‘Uqair and Warka (Figure 4). This plan, open to all sides, was ill suited 
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for a shrine situated among houses, but its adaptation in fact changed its character. At 
first (Figure 5) the temple was given an entrance at one side only, and the openings of 
figure 4 became mere niches in the outside walls. At the opposite side of the shrine a 
suite of small rooms had corresponded exactly with those near the entrance vestibule. 
At Khafaje (Figure 5) this second suite of rooms has been replaced by a single narrow 
space accommodating a stair to the flat roof and a store-room underneath the stair.^^ 
But in addition to these internal changes some organization of the area adjacent to the 
entrance had become necessary. A number of activities connected with the religious 
service were carried out on the open spaces of the Anu Ziggurat at Warka. Tethering- 
rings built into the ramp leading to the top^ indicate that sacrificial animals were tem- 
porarily tied there. But where a temple was constructed among houses, space had to be 



Figure 6. Sin Temple V» Khafaje 

found for such purposes within the built-up area. We observe at Khafaje that an irregular 
plot of ground, such as happened to be available, was walled in to serve as a forecourt 
(Figure 5 ). In figure 6, a later stage of the same building, three successive courts were walled 
off, each accommodating against its southern wall storerooms, offices, and other quarters 
required by the temple staff. Bread-ovens were placed in the second court, while the 
innermost courtnow contained the staircase to the roof which had formerly occupied the 
south-western space beyond the cella. That space (marked i in figure 6) was blocked up 
and disused, probably to prevent a continuous coming and going through the sanctuary 
- for during summer the early hours of the day and the evening and night are passed on 
die roofs. The purely pracdcal change in the plan of the temple - the development of 
forecourts, the blocking of entrances, the disuse of the space beyond the cella - had die 
effect of changing the character of the shrine. From an isolated building open on all sides 
(Figure 4) it became a complex structure, in which the cella was no longer die central 
feature, but an innermost sanctuary. 
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As it happens, we cannot follow this development at Warka, but another feature of 
Protoliteratc architecture is well represented there, while it survives in small fragments 
only on other sites : its mural decoration. At Warka we can study an amazing and highly 
original attempt on the part of these early builders to disguise the ugliness of the materid 
which they were forced to use. We have already seen how they used recesses and white- 
wash, expedients which remained popular down to Hellenistic times. They are fully 
compatible with the austere, massive, rectangular forms which imparted monumentahty 
to the public buildings of Mesopotamia. But the architects of Protoliteratc times experi- 
mented with two additional methods of decoration: a plastic enrichment of the walls, 
and patterned colouring. The first expedient, which really docs violence to the character 
of brick architecture, was revived only on one or two later occasions.*^ Polychromy, on 
the other hand, became common towards the end of the second millennium b.c., when 
the Assyrians had learned the art of glazing on a large scale and used coloured (and some- 
times moulded) glazed bricks to produce figured panels or to cover whole wall surfaces. 

The methods of the Protoliteratc builders, however, were different from this. They 
covered walls, and even the columns of a colonnade (columns measuring nine feet in 
diameter) and the semi-engaged columns of adjoining walls (Plate 2a) >vith a coloured 
and patterned weather-proof skin. This consisted of tens of diousands of small clay cones, 
about four inches long, separately made, baked, and dipped in colour, so that some had 
black, some red, and others buff tops. These cones were inserted side by side in a diick 
mud plaster in such a way that zigzags, lozenges, triangles, and other designs appeared in 
black and red on a buff ground. After a while the technique was simplified (Plate as); 
the cones were only used in flat rectangular panels which were framed by edgings of 
small baked bricks. In this way a great deal of labour was saved, but the weird, exuberant 
richness of the earUer mosaics could not be achieved. It is even possible that the most 
accomplished examples of the earliest method have been entirely lost (many more cones 
have been found loose in the soil tlian were retained in their original positions), and that 
these included representational designs as they existed in the later phase when baked brick 
edgings framed the panels. At that time there were also plaques of baked clay in the form 
of rosettes and of goats and heifers. These plaques were entirely covered with circular 
reed impressions, as if to suggest that they consisted of separate cones,*^ and it therefore 
seems likely that prototypes composed of such separately inserted cones had once existed. 
Their subject - rows of animals - recurs in the contemporary temple at Al ‘Uqair, not 
in the form of cone-mosaics but of wall paintings. The geometrical motifs of plate 2 
arc also repeated at Al ‘Uqair in paintings. They adorn die walls and th-^ front of the 
altar. The meaning of the friezes of animals and rosettes will become clear when we con- 
sider the works of sculpture found in these temples. 

Applied Sculpture and Relief 

Sumerian art, although bom in the newly founded cities, expressed man’s unshakeable 
attachment to nature. The gods were manifest in sky and earth and water, in moon and 
sun, in storm and lightning. The pubUc festivals celebrated the main events of the 
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Burmer's year, the most important religious occasion being the New Year festival, hdd 
at the critical turn of the seasons, when, after winter, or after the much more terrible 
summer, nature’s vitality was at its lowest ebb and all depended on the turn of the 
weather. Diuing the sterile season the god who personified generative force, and who is 
best known as Tammuz, had vanished or died; and the Great Mother, who was wor- 
shipped at Warka and throughout the land, had suffered a bereavement in which the 
people shared. They found expression in public wailings and in the rites of mourning 
and atonement which opened the New Year celebrations. In the course of the festival, 
which lasted several days, the god was discovered, liberated from the land of death and 
resurrected. Then the sacred marriage of the divine couple ensured nature’s fertility and 
man’s prosperity for the coming year. 

It is this festival which is depicted on an alabaster vase (Plate 3, a and b), over three feet 
high, which was found in temple ruins of the Protoliterate Period at Warka. The main 
scene appears in the uppermost band, and the lower registers seem at first sight to be 
mere decoration. Its elements are, however, appropriate to their setting.^ The lowest 
band consists of plants and animals in which the goddess is manifest and which sustain 
man: eats of barley alternate with date-palms, and sheep with rams. The next frieze 
shows men bringing gifts, naked, as was common then and tliroughout Early Dynastic 
times when man approached the gods. The many small differences between individual 
figures destroy, on closer scrutiny, the impression of a merely ornamental fneze, and one 
notices diat even here the figures are rendered with such vigour and directness that they 
seem vibrant with the excitement of the occasion, and dierefore intimately cotmected 
with the main scene. Of this a few fragments are unfortunately missing, above and be- 
fore the figure of the goddess, and we do not know, therefore, whether she wore the 
homed crown which distinguished the gods on later monuments. She is receiving a 
basket of fruit, like those carried in the frieze below. Behind her stand two reed bundles 
bound in a peculiar fashion; they identify her, for such a bundle is the pictographic 
prototype of the character with which her name was written in historical times. The 
presenter of gifts who appeared behind the naked priest is lost; this was probably the 
bearded person of a king, or leader, known from seal engravings of this period (Figure 
9). He offers her, as a suitable wedding gift, a richly decorated and tasselled girdle, of 
which one end is well preserved (cf. Plate iib). 

Behind the goddess other gifts are piled up - mostly in pain. There are two vases, 
shaped like the one whose decoration is here described and which we know, from firag- 
ments found, to have been one of a pair. We see, moreover, two vases, in the shape of a 
goat and a lion respectively, and recognizable as vessels by the rimmed opening on the 
animals’ backs.^ In front of these gifts is a problematical object, either an ideogram or, 
more likely, a piece of temple furniture. It consists of the large figure of a ram supporting 
a two-st^ed Z^gurat or temple platform, shown by reed bundles to be a shrine of the 
goddess. Upon it stand a man and a woman.” 

In this fiieze the goddess is not, or is hardly, larger in size than her worshippers, as she 
would be in an Egyptian rendering of such a scene. Her appearance in the frieze does not 
interrupt the continuous design which encircles the vase. But the main subject, fiir fi:om 
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being submerged in a decorative scheme, merely crowns a design which in all its con- 
stituent parts reflects with a peculiar intensity the profound significance of the ritual 
which it depicts. By its subject and style it allows us to perceive the spiritual climate in 
which the art of this period came into being. 

Vividness and vigour mark all the works of this great creative age; and the carving of 
figures shows, moreover, certain distinctive features. The stocky, muscular men with 
their emphatic but not entirely balanced stride recur on contemporary seals (Plate 8d). 
The animals of the lowest frieze are matched by those carved on the side of a stone 
trough (Plate 3 c), an object which probably served to water the temple flock. Their pen, 
plaited of reeds, resembles the present-day dwellings of the Marsh-Arabs.^ But it is 
crowned, not only by the uncut flowering ends of the reeds, but also by the bundles 
which proclaim it sacred to the goddess. Lambs leap forth from the pai to meet the re- 
turning flock. On the sides of the trough are flower rosettes which represent the vege- 
table Idngdom of the goddess.^^ 

We have seen that rosettes and herbivorous animals in terra-cotta were used as archi- 
tectural decoration in the temple. There were also friezes of rams carved in stone, with 
holes drilled into their backs so that they could be attached to the wall by means of 
copper wire.^ The spectator sees their bodies in profile, but they turn their heads towards 
him, as does the ram in plate 4A. This particular figure has dowel-holes in tlie base and 
a silver rod rising from its back. It served as support of an offering-stand or incense- 
burner. We do not know the purpose of the figure to wluch belonged the splendid sand- 
stone head of plate 43, with die beautiful rendering of the ears, the bold curves of fore- 
head and face, and die soft prehensile hps.^^ 

During the latter part of the ProtoUteratc Period both the subjects and the style of 
carving changed. The thin, finely modulated relief was displaced by coarser, flat reUef 
with incised instead of modelled detail or it was combined with a rehef so heavy that 
parts of it appear to be modelled in the round. At the same time new fantastic subjects 
disturbed that serenity of natural life wliich was the exclusive concern of the earUer 
works. The bowl of plate 55 exemplifies only the change in style. Its subject is the well- 
established combination of herbivorous animals and plants^ - here a bull with an ear of 
barley, four times repeated round the vase — which evokes the goddess or the god. But 
the heads of the bulls project from the vase, they are almost worked in the round, and 
this device recurs on a number of sculptured stone vases. The bodies of the animals are 
no longer rendered by modelling, but incised lines arc used to bring out the details. They 
arc inexpressive and conventional. For instance, the twice-scalloped h*ne on the bull’s 
diigh is mechanically repeated in reliefs throughout this period. It recurs on the ewer of 
yellow sandstone of plate 5A; here, however, the advantages of the bold new relief, the 
striking contrasts of light and shadows, arc apparent. But the gain is more than offset by 
the coarsening of the relief, shown at its worst m the clumsy rendering of the lions’ 
fore-paws.®^ 

That the rich and showy effects of the new type of relief expressed the taste of the later 
part of the ProtoUteratc Period is shown by a group of vases of dark stone, decorated 
widi inlays of shcU, red jasper, and mother of pearl.” The same colour scheme and Ac 
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same type of geometric decoration arc found in pottery. The vessels arc covered with a 
red wash, but on the shoulder the natural colour of the clay is left visible to form the 
buff background for panels of geometric design executed in red and black. This three- 
colour scheme is identical with that of the cone mosaics and of the paintings in the temple 
of Al ‘Uqair. 

We have said that the stone vases reveal a change of subject as well as a change of style. 
The ewer of plate 5 a introduces the theme of combat which remained a popular subject 
in Mesopotamian art in all later periods. We do not know what the attack of the lions 
on die bulls signifies ; in later times all kinds of fantastic creatures take part in the struggle. 
We do know that the Mesopotamians took a grim view of the world, and saw it as a 
battle-ground of opposing powers. It is unlikely that the ewer merely depicts the trivial 
occurrence of the depredations of beasts of prey among the herds; for an Elamite seal 
of this period shows two equivalent groups: a bull dominating two lions and a lion 
dominating two bulls (Figure 7c). A lion-shaped vase appears among the gifts of the 
goddess in plate 3, A and b to whom cattle were sacred. Ishtar, in later times, was a god- 
dess of war as well as of love. The terrifying nature of die divine was at all times present 
to the mind of the Mesopotamians, as we know from their literature. It is probable, 
therefore, diat the struggle between lion and bull stands for a conflict between divine 
forces, and one may surmise that the lion represents die destructive aspect of the Great 
Mother, an aspect which was recognized but believed to be held in check as a rule. It is 
generally restrained by two creatures, of whom one, a bull-man, has not yet been found 
on Protoliterate monuments. The other figure, a naked hero, occurs commonly at this 
period (Plate 6). Above he is shown holding two lions with his hands, having tucked the 
tails of another pair of Hons under his arms. He is hardly a mere mortal, in spite of all 
the homely detail of his rope girdle and mountaineer’s shoes widi upturned toes (Plate 
6c).^ Nor is the victim of the lions an ordinary animal. He is a bearded bull, a mytho- 
logical creature of unexplained cliaractcr.^^ His head, beard, and forefeet form the nar- 
row side of the object in plate 6c, and the attacking lions rest their front paws on his 
back. The object itself, like that depicted above, is the elaborately carved support of a 
vessel used to pbee offerings before the gods. In plate 6, A and b the cup is visible. In 
plate 6c only the lower tier of a carved support is preserved. The cup was placed on the 
upper tier among further carvings which arc also lost. The change from flat modelling 
to high relief has here reached its extreme. The removal of all background (Plate 6c) 
and the freeing of die figures (Plate 6, a and b) without destroying their peculiar flatness 
illustrate a characteristic of such an experimental phase as the Protoliterate Period in 
Mesopotamia (and the First Dynasty in Egypt), namely a confusion of the various cate- 
gories of artistic expression, the potentialities and limitations of each category being only 
gradually recognized. 

Sculpture in the Round 

We have met sculpture in the round used as architectural decoration in plate 4. No such 
use can be imagined for die three works which must now be discussed. Plate 7 shows a 
woman’s head, or rather face, for the stone is flat at the back, with drill holes for attach- 
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ment to a statue presumably of wood. The head must have been very nearly lifb-size (the 
face is eight inches high) and was found at Warka. By analogy with later usage one 
assumes that the eyebrows were inlaid with lapis lazuli and the eyes with shell eyeballs 
and lapis lazuli or obsidian pupils. The flat ridges that mark the hair and the deeply-cut 
parting were originally overlaid with a sheet of gold or copper which was fasten^ with 
small metal studs, in holes drilled into the stone in inconspicuous places; one is visible on 
the right below and behind the ear. The hair was no doubt rendered by fine engraving 
in the metal, so that the present unsatisfactory contrast between the subtly modelled face 
and the large flat ridges of the hair docs not express the artist's intention. In fact the extra- 
ordinary sensitivity with which the face is modelled - the smooth forehead, die soft 
cheeks, the noble mouth - was almost certainly offset by a colourful setting, a statue of 
other materials in which only the exposed flesh of the face was rendered by the luminous 
marble. 

We do not know who this figure can have represented or even whether a goddess or 
a mortal appeared in such exalted beauty. Nor is there another work to match it. 

To the latter half of the Protoliterate Period belongs a small statuette (four inches 
high) from Khafaje (Plate 9b). It shows a woman with a bare torso and hair hanging 
loosely down the back, with hands folded in the attitude assumed before the gods. It 
lacks the restraint of die head of plate 7, but shares its exactness in the rendering of the 
physique of the model. Tliis tendency towards naturalism, which merely enriches the 
plastic forms of the head, appears in the little figurine as a kind of irrepressible vulgar 
vitahty. The woman stands with her bare feet four-square on the ground and the head is 
poised quite naturally. This freedom of pi>sc and the realistic modelling of the breasts 
and the posterior were never found in later times. The eyebrow-’ arc not joined (as 
always later), but arc heavy, the checks are fleshy; the large nose, damaged at the tip, 
looks more excessively hooked than was intended. Like Egyptian works of the corre- 
sponding stage of development, the Mesopotamian sculptuic acre described lacks the 
later discipline of style, but achieves an effect which could not even be attempted once 
an established convention had defined' artistic aims more closely. 

The third work of sculpture in the roimd which mrvives is likewise small but of a 
different order (Plates 9c and ioV“ It represents a daemonic being, and stands at the 
head of a long line of monsters wliich appear in all the great periods of Mesopotamian 
art and convincingly express the terror widi which man reahzcd his helplessness in a 
hostile universe. The monster of plates 9c and 10 denies one even the comfort of recog- 
nition : viewed as anthropomorphic the body appears bestial, but if one views it as a 
lioness it ha s a ghastly air of mis-shapen humanity. There is, however, no unceitainty 
about the cruelty of tlic mouth on the point of baring its fangs while the clutched claws 
imbend. 

It is paradoxical that this vision of terror has been carefully embellished with pellets of 
lapis lazuli inlaid at the tail and in the mane. It shares this feature with amulets of the 
period,*^ and it may well be that our figure, too, had an apotropaic function. The lines 
of the muscles at tlie shoulder-blades suggest the symbol of the mother goddess,^ and 
once again we suspect that her destructive aspect has here found expression in art. 
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Commemorative Relief 

The stele of plate 9A should, as far as we can judge, be considered a secular work. It is a 
boulder, now chipped and damaged at die edges, and must have been brought to 
Warka from abroad, since it is black granite. It is smoothed on one side and shows two 
scenes carved in the flat relief of the latter half of the Protoliterate Period. It resembles 
the figurine of a woman from Khafaje in the naturalness and vivacity of the poses; note, 
for instance, how the archer, in taking aim, draws in his head between liis shoulders. The 
hunter appears in the dress and with the distinctive coiffure which characterize leaders, 
perhaps kings, on Protoliterate monuments, and which remained in use for princes until 
the times of Sargon of Akkad (Plates 34, 35, 42, and 43). The hunter is shown destroying 
lions with spear and arrows. If we reaHze that with this monument the commemorative 
stele makes its first appearance in the history of art, the events which it commemorates 
seem hardly adequate to explain the innovation. There again we must acknowledge 
some uncertainty as to their meaning. Two and a half millennia later Assurbanipal dis- 
played his courage and skill in killing lions (Plates 108-9), but one does not expect this 
emphasis on the sportsmanship of a ruler in the very period when cities were being 
founded and when communal life seems to have been stronger than at any other age. 
Is it possible that the battle widi wild beasts was a phase in die reclamation of marsh and 
wasteland indispensable to the development of the city-state, so diat the valour of this 
leader deserved to be commemorated by a public monument? If so, it is odd that neither 
the ‘king* nor the occasion is specified, although writing was known at the time and was 
extensively used in the administration of the temples. This anonymity would seem to 
nullify the effect of the monument, and appears even odder if we remember that in 
Egypt the first steles, as well as other historical rehefs, arc inscribed with the name of the 
ruler who erected them and often also with the name of his defeated enemies or of the 
locality/^ The same anonymity attaches to another historical record of the Protohteratc 
Period. It shows a ‘ king * leaning on his spear upon die battle-field among bound captives 
and enemy dead. This scene was engraved upon a cylinder less than two inches in height 
and employed as a seal; in fact, several impressions of clay sealings were used for the 
partial reconstruction of the design in figure 7A. 


Cylinder Seals 

The scene of figure 7A would seem unsuitable to a seal design, because a seal does not 
offer scope for epic treatment. Its appearance among glyptic designs once again empha- 
sizes the fact that in the formative phase of a new movement in art the distinctions be- 
tween the categories are still vague. 

The Mesopotamian seal has a peculiar shape (Plate 8c), a small cylinder engraved on 
the outside, and thus impressing its distinctive design when rolled over the clay of a 
tablet or of the sealing of a package of merchandise. The awkward problem of inventing 
designs for such seals seems to have been congenial to the Mesopotamians and to have 
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challenged their ingenuity. Elsewhere, for instance in Greece, the seal-cutters are often 
believed to have been inspired by extant works of painting or sculpture, but Meso- 
potamian mural paintings and other large-scale decoration, on the contrary, often seem 
to depend on the compositions of die seal engravers. It is for this reason that we must 
consider the seals in some detail, quite apart from the fact that they display the inventive- 
ness and the originality of the Mesopotamian designers most strikingly. 

It is clear ‘that the design on a cylinder seal can be seen in its entirety only when one 
turns it in one's fingers. For instance, the cylinder in plate iic shows a ‘king' feeding the 
herd of the temple. He is depicted with an ear of barley in each hand facing six head of 
catde, in two rows of three, and he is followed by a servant carrying a further supply of 
barlcy .^2 Of all this only a fraction appears in our plate. Seal designs can be made avail- 
able for study only by illustrating, not the seals, but their impressions. Figure 7 and 
plate 8 illustrate the variety of ProtoUterate seals. 

We find, in the first place, narrative scenes like the feeding of the temple herd which 
we have just described, or a ceremony near a temple (Plate 8d). But this type of design 
has great disadvantages, for the surfaces covered by the impression will, in practice, 
hardly ever coincide precisely with the circumference of a seal. A sealing on a bale of 
goods will be narrow and take only part of the impression; a clay tablet may be wider 
and take more than a single revolution of the cylinder. In the first case i>nly part of the 
narrative will appear; in the second case there will be repetition of fragments on one or 
both sides of the scene. The latter case is illustrated in plate 8d; the temple should appear 
only once, and that in die middle of the impression, with die three large figures 
approaching from the right and the boat from the left. 

The disadvantages of a narrative scene may be overcome, if dj*: importance of the 
subject is so reduced that incomplete or redundant fragments do not matter. The 
animal frieze is an example of diis. But to be really satisfactory the cylinder design must 
possess an imier harmony capable of asserting itself even widiin mere fragments. An 
attempt to achieve diis is shown in figure 712, where the groups of animals attacked 
by beasts of prey face in different directions, so that there is a play of antithetical corre- 
spondences which effectively unites the whole composition. As a rule this result is best 
acliieved by closely interwoven heraldic groups such as figure 7, b, c, and d, and plate 8b. 
The two ibexes of plate 8 a, to analyse just one design, cover the whole circumference of 
the seal,^ but their repetition merely enlarges a harmonious whole widiout disturbing 
its beauty. Both facing and averted the animals make a splendid symmetrical pattern, 
and the hiatus that would otherwise occur on either side is filled, once b' an eagle with 
spread wings, and once by a pair of copulating vipers and a flower. In plate 8b the even 
spacing and continuity of the design are obtained by the intertwining of the necks and 
t^s of the monstrous quadrupeds, and only the space above required a filling motif, 
which was supplied by foe lion-headed eagle. 

The seal last described again illustrates that decline in quahty which distinguishes foe 
second half of foe Protoliterate Period from its earlier phase. It may be due to foe great 
demand for seals caused by a rapidly expanding economy ; tablets now increase in num- 
bers and arc found even abroad. In foe seal of plate 8b a bow drill has been used to 
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Figure 7 Seal impressions of the Protohtcrate period 


hollow out the mam mass of the figure. In earher times this procedure had left no trace. 
But m plate 8b the roimd holes which had served to block out the subject were not 
properly obhterated by subsequent work with the graver. The designs executed with 
this implement alone became careless scratchmgs, and sometimes drill-holes and 
make up some sort of pattern which can neither be called decorative nor recognized as a 
subject. A new type of thm, tall cyhnder, with purely geometric arrangements, was 
mtroduced in the course of the period, but soon became mvolved m the general dechne 
m seal cuttmg. The seals of the latter half of the period have only an archaeological in- 
terest and need not, therefore, detam us here. 

The earher seals, on the otlier hand, are carefully incised gems. If a single scene is re- 
presented, It IS drawn clearly and vividly, and in the balanc^ friezes the greatest inven- 
tiveness IS shown.** The subjects are very varied. The ‘kmg on die battlefield’ (Figure 
7 a) and the scene of a herdsman defending a calvmg cow against a lion,** are, we pre- 
sume, secular subjects. But the majority of the designs reflect the same religious pre- 
occupations as the other works of the period. One seal shows in an abridged form the 
upper register of the vase of plate 3, a and b.* tn another (Plate 8 d ) the girdle which is 
presented to the goddess on that vase is carried by the third of the diree men approaching 
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the temple; the other naked man carries a bead necklace. Between these priests walks a 
man who looks like a suppliant conducted by the two priests to the Mother Goddess. 
On the opposite side of the temple another man appears to move towards her shrine 
with outstretched arms wliile two others punt and steer towards it a boat decorated with 
flowers. The extraordinary vivacity of these lithe figures makes one almost forget that 
their actions remain completely enigmatic to us. 

Even designs which are mainly decorative use religious motifs. The serpent-necked 
lions of plate 8b and the copulating vipers of plate 8a are known as manifestations of the 
chthonic aspect of the god of natural vitality, who is manifest in all life breaking forth 
from the earth. The eagle, lion-headed or otherwise (Plate 8, a and b), represents the god 
as bringer of the fertilizing rain. It is the bird Imdugud which represents the dark clouds 
of the storm.^ The ibexes and the rosette, like any combination of herbivorous animals 
and plants, point to the Great Mother. 

The seal engravings, many times more numerous than .ill the other works of art that 
have come down to us, disclose most fully the richness and vigour of this first great 
phase of Mesopotamian culture. Like the larger works in stone, they show vigour and 
sensitivity, and a great eagerness to explore the possibilities of expression. The true 
measure of the achievement of the Protoliteratc Period can be taken only when we see 
it against the foil of the prehistoric age which preceded it and which produced only in 
its arcliitecturc a prototype of the splendour that was to follow. 
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CHAPTER 2 

THE EARLY DYNASTIC PERIOD 

<CIRCA 3000-2340 B.C.> 

Introduction 

The beginning of the Early Dynastic Period is marked by a strong artistic revival within 
an unbroken cultural continuity. The ProtoUterate Period did not end in decline; it had, 
on the contrary, seen a dense settlement of the country, with much reclamation of land 
and founding of new cities; its contacts with foreign countries had also increased, and its 
products have been found as far apart as Persia, Egypt, and Troy. Nevertheless the 
deterioration of the arts had been marked. 



Figure 8. Brocade style seal, from Khafaje 


The first phase of the Early Dynastic Period (there are three phases) ‘ opened with a 
renewal of glyptic art (Figure 8). No attempt was made to enrich the subject-matter. 
A single or double file of goats or oxen was the usual motif. This was designed in a few 
lines, and the remainder of the surface was ornamented with fishes, stars, crosses, 
lozenges, and the like. In other words, any additional importance which a subject might 
impart is suppressed in favour of pure decoration. It is the even spacing, the intricate 
interlocking of forms which is an innovation. This style is called die ‘Brocade Style’, 
because the regular recurrence of small space-filling motifs and the even density of pat- 
tern are characteristic of woven or embroidered stuffs, where no thread can be allowed 
to pass over a long distance behind the cloth. On the seals this style was adopted because 
it produced the imbroken frieze in which impressions of any length could give the effect 
of completion. The principle had been known during the Protoliterate Period but lost 
in its final decline. It now became the basis of new experiments. 

In the stone vases die new approach is equally marked. To describe it we must follow 
it into the next subdivision, die Second Early Dynasdc Period, since the precise stage 
reached at the end of the Hrst cannot be determined. The vases are made of green 
steadte, a material rarely used before this time. They are covered with a closely drawn 
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. figure 9. Development of a steatite vase, from Khafajc (cf. plate iib) 


network of figures in flat relief, obviously related to the Brocade Style of the seals. None 
of the early examples is complete. One from Bismaya (Plate iia) shows a figure with 
plaited hair, approaching from the left and bearing a branch, to meet a group of musi- 
cians: two men play on harps or lutes, tlicn follows a drummer, carrying his instrument 
under his left arm while strumming with the knuckles and fingers of his right hand. 
After him comes a trumpeter. These figures all wear featliers in their hair, and their kilts 
were inlaid with pieces of white limestone, of which one has been preserved. The lowest 
row of figures, wliich we have described, derives some order from the fact that it follows 
the base of the vessel. Above it figures of men appear in wild confusion. They are shown 
running to the right where a large figure is blocked out and was once inlaid. The feet 
and the front edge of its long kilt are preserved. It may have represented a god or a king. 
The few intervals between the figures are engraved with plant designs.^ 

The vase of plate iib and figure 9 shows a more orderly arrangement. It contains a pair 
of humped bulls, of the Indian Zebu breed, which is not native to Mesopotamia. But the 
vase was not imported. The snakes with drill holes wliich were once filled with coloured 
inlays of paste or stone recur at Khafaje^ and elsewhere.^ Other elemr.irs of the decoration 
likewise recur on Mesopotamian vessels of steatite. The meaning of the design remains 
obscure. It seems certain that it is in some way concerned with the great natural forces 
which the Mesopotamians worshipped. It consists of four groups, forming a continuous 
frieze of even density, as on the cylinder seals. A long-nosed, long-haired Sumerian 
figure is seated upon two humped bulls; above are a snake, the crescent moon, and a six- 
leaved rosette, the last possibly emblematic of the planet Venus, a manifestation of 
Inanna-lshtar. From the hands o^ ♦’his personage flow two streams of water. Plants which 
appear in front of one bull and at the rim of the vase may well be thought to spring from 
this life-giving stream. In anotlier group the same (or a similar 'I personage appears stand- 
ing between, or upon, two panthers. The rosette recurs; this time the hands grasp snakes. 
They possibly symbolize the fertiUty of the earth, balancing the fertilizing power of 
water in the other group. But this is a mere hypothesis, as is the suggestion that the 
rosette in both groups may identify the chief figure with Inanna. When we follow the 
design of the right we meet the scorpion of the Agrab vase, and then a fresh group : 
a lion and an eagle devouring a bull. The space left between this scene and the first is 
occupied by a date-palm flanked by small cunning bears who lick their paws after eating 
the sweet fruits. 

A word must now be said about the chronology of these interesting vases. None of 
them was found among remains of the First Early Dynastic Period, but the feathers 
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worn by the men of plate iiA recur on an inscribed limestone relief, known as die *Per- 
sonnage aux Plumes’ from Telloh which can be assigned to this period on palaeographic 
grounds.^ It is difficult to know how close in time die other vases stand to die earliest of 
the group. Several of them may belong to the Second Early Dynastic Period.* In the 
Third the decoration has lost its figures altogether, and the steatite vessels themselves 
seem to be exclusively of a squat cylindrical type. They sometimes show buildings of 
watde or matting,^ and sometimes only the patterns to which matting gives rise.* 

Like the seals and the stone vases, the pottery of the First Early Dynastic Period shows 
a dose patterning of the surface. For the first time vessels are entirely covered with a fine 
network of incised ornament, and the polychrome pottery of the earlier age survives in 
the ‘scarlet ware’, which is technically inferior (the red wash is not fast), but shows not 
only the shoulder but most of the vessel densely ornamented with designs; these are 
sometimes geometrical, sometimes representational. In all the applied arts the beginning 
of the new period is characterized by innovations of a similar nature. Contemporary 
works of firee-standing sculpture have not yet been discovered. 

Architecture 

In architecture the new age is characterized by the introduction of a somewhat inappro- 
priate building-material, the plano-convex brick, fiat on one side and curved on the 
other, where finger-marks are often left by the hand tlut pressed the mud into the brick- 
mould.* Foundations were constructed of rough untrimmed blocks of stone where these 
could easily be obtained, at Mari^® and at Al ‘Ubaid.“ At Ur such blocks were used to 



Figure zo. Sin Temple Vm, Khsfaje 
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Figure II. Section through a tomb, Ur 

build corbelled vaults over tomb chambers erected underground (Figure ii). In domes- 
tic and sacred architecture the vault played no part, so far as we know. The arch, con- 
structed of plano-convex bricks, was used over doorways in houscs.^^ 

In their plans the buildings show continuity with the preceding age. The same temple 
at Khaf^e which illustrated how die original plan of a shiinc — self-contained and open 
on all sides - was modified when used in a built-up area (pp. 7 to 8 above) develops 
further during the Early Dynastic Period. We observe (Figure 10) that the court has 
now become an established feature of the building. A monumental entrance,*^ flanked 
by two towers, gives access to it. In the past one or two steps had led up to the plinth on 
wliich the shrine was placed (Figure 6). Now an impressive stairway approaches the 
entrance (Figure 10). 

On the middle Euphrates Early Dynastic arcliitccturc showed some peculiarities not 
found elsewhere. The temple of Ishtar, at Mari,*^ had an oblong shrine with a ‘bent 
axis* approach, as in the south, and was founded on layers of untrinimed stones, Hke the 
temple at Al ‘Ubaid. But die walls were built of bricks which arc flat, Tiot plano-convex. 
Moreover, the colonnades of the Pro toll teratc temple of Waika liavc a successor here, al- 
diough the columns are reduced to more reasonable proportions, about three and a half 
feet in diameter. There arc five of them, forming a cloister on two sides of a court. In 
the south, columns arc found only once in Early Dynastic times, at Kish, where they arc 
five and a half feet in diameter and support the roof of a long hall, and the portico roof 
over a parapet, in a secular building.^* 

The temples we have described retained to the end the irregular form, due to its 
gradual extension within the town where adjoining properties limited the builders. 
When a temple was newly planned in an open space, a regular square or oval form was 
adopted. The square or oblong plan always remained in use; the oval (Plate 12) is dis- 
tinctive of the Early Dynastic Period.*^ It is well to remember that no merely utili- 
tarian considerations determined the work. Before the foundations of the temple oval 
were laid, the whole area, which had been occupied by private houses, was excavated 
down to virgin soil, more than twenty feet below ground level. This huge excavation 
was next filled with clean desert sand which must have been brought from some dis- 
tance. On top of the clean - or, to use the ritual term, pure - soil the foundations were 
built. They followed the outline of the building, but were packed in clay up to a height 
of about three and a half feet, so that the whole oval actually stood on a platform of that 
height, although only its upper part appeared above the ground. Stone steps led up to 
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the gate in the outer wall, which was fianked by two towers (Plate 12). On the left, when 
one entered the forecourt, there was a separate building, resembling in plan a large 
private house, but it contained a little shrine, and it probably housed the offices of the 
temple administration. These were situated round an open court reached by a passage 
at the foot of the outer enclosed wall of the oval. 

From the forecourt of the temple a few steps led to the deep, well-protected gate of 
the inner enclosure. The inner court was spacious; it contained a well and circular basins 
of baked brick lined with bitumen. These probably served for ritual ablutions. At the 
foot of the platform upon which the temple stood there was an altar where animal sacri- 
fices were offered. The platform was about twelve feet high; this can be calculated by 
the steps which arc preserved. The temple which originally stood upon it is entirely lost. 
What appears in our reconstruction shows the standard type in its simplest form, which 
was well preserved at Tell Asmar. The shrine has been given an arched doorway, such 
arches having been found in a private house of the period at Tell Asmar.^^ 

The rooms round the court of the temple oval were not used for the cult, or, at least, 
served it indirectly. Some were workshops of stone-cutters or copper-workers, others 
bakeries, stores for agricultural implements, and so on. The great temple complex wliich 
appears in plate 12 as the centre of the settlement cannot be properly understood by re- 
ferring to religious practice alone. It requires some knowledge of the peculiar relation- 
ship which was believed to exist between society and the superhuman powers on which 
it depended. The gods were powers manifest in nature and worshipped throughout the 
land. But there was no political entity comprising the nation. The effective political unit 
was the city-state, and each of the gods owned one or more of the cities. Their earthly 
rulers were stewards of the divine overlord, and their people were dedicated to liis ser- 
vice and looked to liim for protection against their enemies and against such natural 
calamities as floods and drought, marsh fires and storms which threatened civilized life 
in Mesopotamia and were all regarded as manifestations of specific divinities. The god 
who owned the city was its advocate in the assembly of the gods. The doctrine of the 
divine ovcrlordships had far-reacliing consequences in the political and economic 
spheres. It resulted in a planned society best described as theocratic socialism. All the 
citizens, liigh and low, laboured in the service of the god and fulfilled allotted tasks. All 
tilled his fields and maintained the dykes and canals required for irrigation. Resources 
and labour were effectively pooled - seed corn, draught animals, ploughs, and other 
implements were supplied by tlic temple. Craftsmen kept this equipment in order and 
regularly presented a quota of their produce to the temple. So did fishermen and gar- 
deners, and indeed all other artisans. They were organized in guilds under foremen. The 
harvest of the gods’ fields and orchards, gardens and cane-brakes, was likewise stored in 
the temple and regularly distributed to the community in the form of periodical and 
special (festival) rations. The rooms round the inner court of the temple oval at Khafaje 
were stores and workshops required for such purposes. 

At the time when texts became numerous enough to throw light on the working of 
this system - that is, towards the end of the Early Dynastic Period - it was already in dis- 
solution. The leaders who still called themselves 'stewards of the god’ were in practice 
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established as dynasts in the cities. But the temples played a dominant part in the national 
economy until the end of the third millenmum, and it is this function which explains 
such architectural complexes as were discovered at Khafajc, TcU Asmar, Tell Agrab, 
and, of a later age, at Ishchali (Plate 55), Ur and elsewhere. 

Inside the shrine the statue of the god stood in front of a niche at one end of the long 
narrow cella which one entered through one of the long walls (the ‘ bent axis approach’). 
The space nearest to the statue might be marked as separate from the area of the congre- 
gation by piers against the side wall and tliis device ultimately developed into the broad 
ceUa with a central door (c^g. Figure 19). In front of the niche supporting the statue was 
a brick platform which served as an altar. A little farther away there was often a brick 
offering-table, but other kinds of supports were also available. There were tall pottery 
stands in which flowers, branches, and clusters of fruit were placed. Carved stone or 



Figure 12. Early Dynasuc seal impression 


bronze figures (Plates 13, 20B, and 28) supported small bo vis or vases filled widi un- 
guents or incense (Figure 12) . Rush lights (Plate 29c) and larger offering stands (Plate 45B) , 
perhaps representing a two-staged temple platform or Zip^gurat, were also in usc.^® 
Along the walls, on low brick benches or on the ground, stood statues of the devotees. 

Sculpture in xiir Round 

All Mesopotamian statuary was intended for temples; the human form was translated 
into stone for the express purpose of confronting die god.^^ Tlie statue was an active 
force; it was believed to possess a life of its own. Gudea, ruler of Lagash in a later period 
(Plates 46-9), erected a statue which was called Tt offers prayers’.^ Another was entitled 
‘To my king (the city god Ningirsu) whose temple I have built; let life be my reward*.*^ 
Here the statue is, as it were, charged with a message; first it names the rec ipient of the 
petition, then the request itself. And about 2,000 years after Gudea, a kmg of Assyria 
wrote, *I installed my royal statue ... to appeal for life for myself before the gods in 
whom I have faith while a text of Gudea, giving instruction to the statue, begins: 
‘Statue, say to my l^g “ The ‘king’, in this text, was again the city-god, and the 
statue was to report to him perennially the great deeds which Gudea had performed in 
his service. The statues of priests and notables served the same purpose. 

The cult-statue, the figure of the deity which was placed on the altar before the niche 
at the narrow end of the shrine, was alive with a vitality of a higher order; for the god 
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himself was immanent in the figure. But very few cult-statues have come down to us, 
since they were mostly made of precious materials or decked with gold and other valu- 
aUcs. But it so happens that we possess two examples of the Second Early Dynastic 
Period.^ They belong to a group of ten figures which seem to have formed the com-- 
plete sculptural furniture of a sanctuary at Tell Asmar (Plate 13) and were at some time - 
cither when danger threatened or when the shrine was completely renovated - buried 
together under the floor beside the altar. The two divinities are differentiated from their 
worsliippers in three respects: by their stature, by the presence of identifying emblems 
on their bases, and by the huge diameter of their eyes. The figure of the god (Plate 15) 
is about thirty inches high, that of the priest (Plate 17) about sixteen inches, that of the 
bearded man of plate 16, where the feet are missing, twelve inches. The base on which 
the statue of the god stands bears a design in relief: an eagle (probably lion-headed, but 
the head is lost) and on cither side a gazelle with the branch of some plant, a group which 
we have recognized as the emblem of the deities who were worshipped in the Proto- 
literate temples at Warka. We know, from an inscribed copper vessel which belonged 
to the temple, that tliis deity at Tell Asmar was called Abu, ‘the Lord of Vegetation*. 

The statue of the mother goddess is identified in a very direct way: a tiny standing 
figure was inserted into the base, representing her son. In quality her image is far inferior 
to that of the god, and the immense eyes fail in their effect. The statue of the god, on the 
other hand, possesses a magnetism of which no one who has seen the original can remain 
unaware. It seems charged with a fierce power, appropriate to the source of the vitality 
of plants and beasts and men. 

The deities each carry a cup, and this recurs in the hands of some of the worshippers; 
occasionally they grasp a branch (Plate 19) or a flower as well. This probably means that 
these men had represented themselves and the gods as participants in the greatest feast 
in the calendar, when, at the New Year, the human and divine spheres for an instant 
seemed to touch.^* If our interpretation is correct, the ten statues found together at Tell 
Asmar constitute a group, not only by the circumstance of their discovery and the 
homogeneity of their style, but also because they were intended to represent the gods 
and the congregation at tliat most auspicious moment when man felt liimsclf closest to 
the deities he revered. 

The statues representing mortals vary much in quality (Plate 13). The best show an in- 
tensity well in keeping with the belief that a hidden life animated them (Plates 16 and 17}. 

It is possible to distinguish the means by which this effect was mainly realized : a reduc- 
tion, or rather a concentration, of all shapes to abstract, almost geometrical forms. The 
kilt, for instance, is rendered as a truncated cone. The bare upper parts of the bodies are 
square in section, with an almost brutal limitation of the primary, consciousness of the 
body as consisting of chest, flanks, and back. In plate 17 the chest-muscles arc rendered 
by planes meeting in a sharp ornamental line; the first or little finger in a closed hand 
becomes a spiral, the chin a wedge, the ear a double volute. The shapes of skull, cheeks, 
and arms are less easily described, but are equally abstract, and equally plastic. The hair 
is rendered in two strictly symmetrical halves, clamped round the face and setting it off in 
a system of horizontal ridges. This system harmonizes with diat of the beard (Plate 14), 


24 



THE EARLY DYNASTIC PERIOD 

which fits in the profile with the triangles of nose and lips. But both in front and 
side views the intent eyes arc the centre of the plastic composition. Whatever the differ- 
ences between individual statues, the formal principles are the same, and their logic is 
astonishing. This is a plastic style in which the chaotic reality of visual impressions is 
mastered by the creation of a perfectly homogeneous, self-contained, three-dimensional 
form, of an abstract order. 

Perhaps it should be said that one need not impute any reasoning of this kind to the 
ancient sculptors. An analysis of works of art rationalizes and makes explicit what was 
intuitively created. But the sculptures we have described present in an extreme form one 
of the possible solutions to the problem of all sculptors - how to create a body which 
asserts its reality in space. It will do so if its own spatial volume is clearly recognized and 
convincingly established. If its three-dimensional character is not properly stressed the 
sculpture appears improbable and imperfectly realized. From the fifth century b.c. the 
West has rendered the human figure as a living, potentially mobile organism, involved 
in a network of relationships, and to be comprehended by the spectator only in a circular 
movement that can encompass the whole range of its complex functions.^ In pre- 
Greek times it was not organic imity, but abstract, geometric unity that was sought 
The main masses were arranged in approximation to some geometrical form - the cube 
or cylinder or cone; and the details were stylized in harmony with the ideal scheme. The 
clear three-dimensional character of tlicse geometrical bodies was reflected in the figures 
composed under this rule. And it is the dominance of the cylinder and the cone which 
imparts unity and corporeality to the Mesopotamian figures: note how the arms, meet- 
ing in front of the bodies, and the fringed lower edge of kilts, emphasize the circum- 
ference, and thereby the depdi as well as the width. This geometrir a;;>proximation es- 
tablishes the figures emphatically in space. 

It also explains the spellbound appearance of all pre^Greck sculpture in the round. 
Only the choice of tlic ideal form dilFers: in Egypt it is the cube or oblong rather than 
the cylinder or cone. Once chosen, the formal ideal remains dominant; throughout all 
changes of style Egyptian sculpture is squaied, Mesopotamian sculpture is rounded. In 
Egypt front, sides, and back are joined as brusquely as possible and the limbs d<^ not 
overlap from one plane into the other; in Mesopotamia, at all times limbs and clothing 
are made to empl^ize the rotundity of the stone. In Egypt the seated figure with its 
many right angles - at knees, elbows, and hips - is the favourite and most effective sculp- 
tural subject. The Mesopotamian sculptor is apt to botch this pose by either reducing or 
exaggerating its crucial element: the horizont j expanse from hip to knee. No one seeing 
the front view of the figure in plate lo can be certain that it is a seated, not a standing 
figure. In another statue, from Khafajc,^^ the head is the apex of a cone, of which the 
surface descends almost uninterrupte^y from the face along the arms held before the 
chest to the absurdly protruding knees. Even in plate 28, where the natural proportions 
arc preserved, the roundness of all edges and the over-all pattern of the fleecy kilt are seen 
to obscure the motif if we compare it with the treatment it would receive in Egypt. In 
Mesopotamia the standing figure is the most popular as well as the most successful sub- 
ject of statuary. 


25 



PART one: MESOPOTAMIA 


We have said that the abstract form to which the figure approximates remains un- 
changed throughout the history of a country’s art. But the manner of approach varies. 
The first school of Early Dynastic sculpture (Plates 13-18) devotes itself to geometric 
approximation with passionate intensity. It reduces to abstractions not only the main 
forms, but even details like chins, checks, and hair. It is truly a school of carvers rather 
than modellers, to which single-mindedness and coherence impart its peculiar beauty. 

The richness of these works is enhanced by polychromy. The stone is a veined gyp- 
sum; the eyeballs arc cut from shell, die pupils from lapis lazuli or black limestone. Hair 
and beard are covered with a black bituminous paint, wliich also fiUs the incised eye- 
brows and serves as mastic in which the eyes are set. In the heads of women the hair is 
treated in the same way. In a figurine from Tell Asmar,^® the parting was neatly picked 
out by a strip of mother of pearl set in the bitumen. In plate 18 the hair was modelled 
in bitumen (of which traces remain) and protruded as a fringe from beneath the finely 
plaited headcloth. The ears arc fully pierced, and were probably supplied with earrings 
of gold wire. The inlays of the eyes have not been found. 

The carvers of tliis school proceeded with a boldness which would have horrified 
diosc true and congenital workers in stone, the contemporary Egyptians. The arms arc 
cut free from the body, even the legs arc sometimes freed and intended to carry the 
weight of the body without the support of a back pillar. Breakages were frequent, and 
many statues were repaired in antiquity. Nor were the legs and arms only liable to crack 
or snap off, though those are the commonest fractures. The sculptors attempted to pre- 
vent them cidier by leaving stone between the legs, or by making a back pillar, or even 
(as in the figures of our god and goddess from Tell Asmar) by giving the ankles a pre- 
posterous depth and thickness (Plate 13). This blemish may be called a minor one, but 
a number of other works arc undeniably failures, grotesque and ugly. The explanation 
of all these peculiarities is simple; stone was too rare a material for the Mesopotamians 
ever to have become familiar with it in die manner of the Egyptians. In the Nile valley 
a strong tradition of stone carving could be developed in the workshops, so tliat a very 
high level of craftsmanship was maintained, and even uninspired works were almost 
always adequate. 

The Mesopotamian style of sculpture which we have described is also represented by 
works in metal. Remarkable figures were cast in copper as early as the Second Early 
Dynastic Period. Of the most ambitious one so far known a mere trace remains: at Tell 
Agrab we found a well-shaped foot which must have belonged to a nearly life-size 
copper statue. It may be, of course, that the statue was of some other material with only 
the face, the hands, and the feet cast of copper, or that the body and limbs consisted of 
copper sheets hammered over a bitumen core. This method was used for some large 
figures of lions found at Al ‘Ubaid, belonging, presumably, to the Tliird Early Dynastic 
Period (see below). 

At Khafaje three complete figures of copper were found, of which the largest meas- 
ured about thirty inches and the other two (Plate 20b) each about sixteen inches. Their 
heads were provided with a four-armed claw upon which plates with offerings or bowls 
of incense were placed before the gods. They resemble, therefore, on the one hand the 
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copper rushlights found at Kish (Plate 29c), and, on the other, the small stone figures 
from Tell Asmar and Tell Agrab, which bear on their head a vessel or a hollowed-out 
turban (Plate 13). In all these cases, where the figures are not statues in the narrow sense, 
but temple furniture, diey arc naked, wearing only a triple girdle. We cannot decide 
whether they depict human or mythological beings. Perhaps these naked girdled figures 
are another version of the hero of plate 6, and of the seals of all later ages.^’ In the seals 
his regular companion is the bull-man (Figure 14) and a fine if incomplete figure of a 
bull-man, carved in the early style in green serpentine, has been found at Umma. He 
stands upright, and his two horns, like those of the goat in plate 28, would require a 
tliird point to serve as support for bowls with offerings. He resembles in all details the 
bull-man commonly occurring on cylinder seals of this and later periods. He is strikingly 
tall and slender, ithyphalhc and wearing a triple girdle - and must be considered as a 
rendering in the round of the same benevolent demon. His horns and liis legs below the 
knee were cast in metal and attached in sockets cut into the stone. Tlje locks wliich 
descend on either side of his face and his beard were also of metal and riveted to the 
stone.^ 

There are some small pieces of metal work which are very ingenious and elaborate. 
One, a double vase, foutid, and no doubt used, in the Temple at Tell Agrab, has as sup- 
port a pair of strictly antithetical wrestlers, on whose heads the vessels seem to be bal- 
anced (Plate 20c:). From the same site comes die little model of a chariot drawn by four 
onagers.^^ Even though the surface is badly corroded, some trace ot the subtle modelling 
survives in the animals, especially their heads. The chariot is as lightly built as is com- 
patible with strength. It has no body, the driver stands on two treads above the axle and 
has thrown back his kilt to free his legs; for he must grip with his knee.' kind of wooden 
centrepiece, covered with a fleece, to keep his balance in liis springless veliiclc. The span 
of four is guided by reins fixed to rings in die upper Hps ot the asses, and by a whip, 
now lost (Plate 20a). 

When we now review the statuary of the Second Early Dynastic Period as a w’holc, 
the works in stone and in metal appear as equals; neither shows influence of the other. 
Tliis is most unusual. At no other time do we find Mesopotamian S( iilpture which repre- 
sents so outspokenly and exclusive W the formal language ot the stone-cutter. The con- 
trast is not between the actual materials, metal and stone, of course, but rests in die 
method of achieving plastic forms. The sculptor liberates the tigure he has conceived 
from the enclosing block; the metal-worker builds up his wax model by adding ma- 
terial to an amorphous core until the form is complete. To individual artistr as well as to 
nations cither one or the other procedure is more congenial; they cidicr proceed per 
forza di levate or per via di porre, as Michelangelo put it. And the congenial method will 
prevail over the other, to the extent that the characteristic forms of the favoured tech- 
nique will be imitated in works produced by the other. In Egypt, for instance, stone 
carving was the leading craft, and works in wood and metal did not exploit the poten- 
tiahties peculiar to these materials, but followed the canon of the stone-cutter. In the 
Mesopotamia of later times metal seems to have become the leading craft and influences 
work in stone. It may be relevant to remember that Mesopotamia is a land where day 
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and mud must needs be used for a variety of purposes - for pots and tablets, for gutters, 
pipes, window-grills, for figurines and relief - and that consequently modelling was the 
commonest of all Mesopotamian techniques. However this may be, Mesopotamian works 
in metal, although rare (for they were usually melted down in later times), show a re- 
markably high quality, and stonework displays modelled forms (e.g. Plates 46 and 47) 
in all subsequent periods. The abstract style of the Second Early Dynastic Period never 
reappeared. 

It was succeeded by a style which is not merely a modification, but, in its most strik- 
ing aspects, the antithesis of the earlier one (Plates 21-5). Instead of sharply contrasting, 
clearly articulated masses, we see fluid transitions and infinitely modulated surfaces. In- 
stead of abstract shapes, we see a detailed rendering of the physical peculiarities of the 
model. By a new and subtle treatment of the surface the base of the skull is differentiated 
from the neck, the bony forehead and temples from the soft cheeks. This manner, what- 
ever its virtue, is a denial of the values which the older style realized by the tautness of 
its simplified surfaces. In second-rate works the attention now given to the differentia- 
tion of surfaces produces a disintegration of plastic coherence. In the best works this 
danger is avoided and a new sensitivity to subtle changes in physical substance imparts 
hfe to figures which lack the vigour and intensity of the carher images. 

Conversely, some details of die older style appear crude in the hght of the new; the 
flat ridges which once rendered the mouth are replaced by delicately curved Ups which 
rise at the comers in a contented, somewhat complacent, smile (Plate 22(:). A double 
chin adds to the impression of material well-being, and folds of fat arc sometimes indi- 
cated between chest and stomach. Collar-bones and nipples are now also shown. The 
square section formerly given to the bare body is rounded out, the kilt is rendered with 
all the detail of its fleece-like surface and loses its stark geometric outline. In plate 23 the 
realistic tendency has even affected the rendering of accessories, like the wicker-work 
scat, and the kilt is entirely free from stylization (cf. Plate 19). A certain precious- 
ness appears in the treatment of the beard, where the curls, turning at the tips, arc separ- 
ated by a series of drill-holes. This device is also found in a figure of Lugalkisalsi from 
Warka,®^ 400 miles to the south, and illustrates the uniformity of style tlirough the 
whole of Mesopotamia; for the figure of plate 23 comes from Mari on the middle 
Euphrates. The fashion of shaving the head while growing a luxuriant beard was pre- 
valent^^ at Mari, but it is abo found at Assur^ and Khafaje.^’ It is worth while to com- 
pare this detailed rendering of the beards with the succession of ridges which served in 
the earlier style. The heads also have been transformed; the proportion between skull 
and face has changed entirely. In the older style the cranium was unnaturally reduced in 
volume because the whole treatment of the head aimed at giving a plastic setting for the 
face with its piercing eyes. In the later style the natural proportions are restored. 

The change of style need not be a result of the influence of modelled works to which 
we have referred. It is quite likely that the Early Dynastic sculptors, having followed 
abstraction to its utmost limits, began to explore the possibilities offered by the opposite 
approach. But the causes of the cliange must in any case remain an open question. We 
know only that the realistic style is found throughout the country in the Third Early 
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Dynastic Period and already existed in the Second.^ We also know that it was never 
abandoned. 

We have referred exclusively to figures of men in discussing style; the figures of 
women arc, on the whole, of lesser quality and their styhstic character becomes blurred. 
The contrast between the images of god and goddess in plate 13 is typical, not excep- 
tional. Most of the surviving statues of women belong to the later style. This is probable 
in plate 24A/ a female figure from Mari, with a head-dress not, so far, found elsewhere. It 
is certain for the figures of plates 24B and 25. The hair is generally shown as in plate 25, 
with the long plait wound round the head, which gives, in front vtcw, a good frame 
to the face. 

Non-human figures arc known in both styles. Plate 26 a shows the front part of the 
arm-rest of a throne. It depicts one of the monstrous creatures which populated the fairy- 
land of contemporary seal designs. The heavy mane of a bison surrotmds an enigmatic 
bearded face; the horns arc broken off. It is the human-htidcd bull. His counterpart, the 
bull-man, is known in sculpture in an offering-stand discussed on p. 27. 

The cow of plate 26b is made of translucent serpentine. It has a beard, which is here 
shown as a ritual appendage, boimd round the muzzle. At the back of the head two 
locks of human hair descend from between the horns as if one viewed from behind a 
deity wearing a homed crown. It is likely diat the cow represented the goddess Nintu, 
‘Lady of Births \ since it was not only found in her temple but would fit a pedestal built 
on its altar. The meaning of the beard remams unknown; it recurs often when animals 
embodying some superhuman power are represented (e.jj. Plates 27B and 31). The small 
green figure is oddly impressive, powerful out of all proportion to its size; the scheme 
of the earlier stone vases (Plate 5), where animals passants turn their he ids at right angles 
to face the beholder, acquires a new meaning where the beast possesses this weird 
numinous power and the beholder is a w orshipper of the embodied deity. 

The cow of Nintu and the arm-rest with the human-headed bull belong to the end 
of the Second Early Dynastic Period, the period when the second, reaUstic style had 
been established.^^ This style in stone sculpture is contemporary with an extraordinary 
efflorescence of statuary in copper and gold. Copper lions scr\Td as guardians of the 
temple of Ninhursag, ‘Lady of the Mountain’, at Al ‘Ubaid.^ It lias not yet been de- 
cided whether the heads were cast or hammered over a bitumen core. The bodies were 
certainly made of hammered sheets of copper riveted together The creatures show their 
teeth, and a protruding tongue of red jasper adds to their fierce appearance; so do the 
large inlaid eyes. Lions’ heads of the same type, but carved in stone, com*' from Lagash, 
and the device of guardian lions survived to the Hammurabi Period and re-emerged later 
in Assyria. 

The friezes of stone animals discovered in the ProtoUterate temples of \?^arka (Plate 4) 
find their counterpart in metal at Al ‘Ubaid. A scries of standing bulls, and another of 
calves kneeling down, turn dieir heads outwards in the old-established manner.^ The 
bodies of the calves are worked in relief, but the heads were cast separately and arc en- 
tirely detached from the wall. We do not know where these friezes appeared in the 
building, gincr they were discovered buned in a trench, thrown there, no doubt, on the 
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occasion of a renovation of the temple. We arc equally in die dark about a great sym- 
bolic panel, found in the same temple (Plate 27A). It shows in die centre the lion-headed 
eagle Imdugud, gripping a stag with cither claw. The gesture docs not represent aggres- 
sion but affinity: the same deity is symbolized by bird and deer. The combination adorns 
the base of the statue of the god Abu (Plate 13) where plants arc added to the herbivores. 
If the eagle is con*cctly interpreted as the embodiment of the black rain-clouds, his pre- 
sence in the temple of the Mother Goddess Ninhursag (Lady of the Mountain) is easily 
explained. At Lagash the god was said to enter the temple ‘like a rumbling storm, like a 
bird of prey descrying its victim’, when he arrived for his sacred marriage with the god- 
dess. The absence of plant motifs in the copper rchef is compensated by the large number 
of rosette flowers which were composed of petals cut from red and white stone mounted 
upon terra-cotta nails wliich were fixed in the walls of the temple. 

The heads of the three animals on the copper panel are cast separately. Such cast heads 
are occasionally found in the ruins without any trace of the decayed bodies of sheet cop- 
per. They may, therefore, belong not to architectural friezes of the type just described, 
but to objects of perishable material, such as furniture. Lion-heads, for instance, were 
used ornamentally as parts of a wooden sledge; and the heads of lierbivores occur on 
harps. It is possible that differences in pitch corresponded with an attachment to harps of 
the head of a bull, a cow, a calf, or a goat. 

Plate 27B shows a reliable reconstruction of one of the harps foiuid at Ur. The sound- 
box was of wood which had, of course, decayed. But its shape was presen/ed by the 
order in which shell, lapis lazuli, and red jasper had been set in bitumen. Triangles of the 
same materials, alternating with bands of gold-leaf, liad covered the iipriglits wliich sup- 
ported the bar to wliich the strings were attached. It seems that the instrument was con- 
ceived as a creature giving forth music, for its head, cast in gold, is attached to the sound- 
box. The bull’s head of plate 31 is fixed to a harp in the same manner. There gold-leaf is 
modelled over a core, and lapis lazuU is used to render the beard, the shaggy hair be- 
tween the horns, the horn tips, and the eyelids and pupils. The splendid goat’s head of 
plate 29B may also be derived from an instrument. It is cast in copper, superbly modelled, 
and conveys the uncanny character of the goat to perfection. 

The animal which forms the centre of the strange and beautiful object of plate 28 
seems equally daemonic. From a wooden base, covered with coloured stone inlays in 
bitumen, a tree rises. Its branches end in leaves and in the symbolical rosette-flower. A 
billy-goat has put its forefeet on the branches and peers through tlic foliage. Its heavy 
coat is rendered by separately carved pieces of shell and lapis lazuli, set in the bitumen 
that covers die wooden body. The two horns are cut from lapis lazuli. A piece of wood 
that gives rigidity to the body emerges between the shoulders and is covered with gold- 
foil. Originally^ its top was on a level with the tip of the horns so that bowls and saucers 
with offerings could be placed upon it. We know from a contemporary seal design 
(Figure 12) how such objects were used. The stand of plate 28 represents in the round 
that combination of herbivore with plant which we have repeatedly met as symbol of 
the great gods of natural fertility. But as it comes to Hfe in the stand it has acquired an 
extraordinary potency. It appears in the full mystery of its animal vitality, not sub- 
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human, but superhuman. Its close relation with the fertility gods is shown on an Akkad- 
ian seal (Figure 17A), where it puts its forefeet familiarly on the god’s knee, while a man 
and woman humbly approach with their offerings. Tammuz is called in a hymn ‘hus- 
band of Ishtar the bride . . . creating the seed of cattle, head of the stalls ’ but also ‘leading 
goat of the land’. Such plirases, and the image of the seal design, reveal the inadequacy 
of the usual colourless phrases that the goat is sacred to Tammuz or symbolizes him. or 
that the god is the embodiment of the male principle in nature and manifest in the fer- 
tility of the flocks. The works of art reveal how inevitably our abstractions miss the 
directness widi wliich the god s manifestation was experienced, and how the animals 
appeared charged widi his essence, and hence with the very life of the immortals. In the 
emblem on the base of the statue of plate 13, in friezes, on seals, or on vases, beasts and 
plants may seem to us mere ornaments, and we must reconstruct the meaning they had 
for die Ancients by an intellectual effort. But in the offering-stand of plate 28 the gold 
animal thrusting its head among the artificial branches reflects with awe-inspiring direct- 
ness the divine power which was once thought to be at icst on the altar. 


Engraving and Relief 

The vase of plate 32, from Tclloh (Lagash), is made of silver and set on a wvippcr stand. It 
bears on the neck an inscription of Entemena, king of Lagash, and shows two engraved 
friezes, separated by a band with the herring-bone wliich is hkewise common on gold 
vases from Ur. But the extreme simplicity of shape is never combined with engraving 
at Ur; nor is the engraving there representational. Entemcna’s vase is a display piece, 
presented to the temple of die god whose emblems arc engraved on r. At Lagash he was 
railed by a purely local name, Ningirsu, but he is none other than the god of the natural 
life whom we have met even on monuments of the Protolitcratc Period. The frieze of 
calves on the shoulder of the vase resembles (do’vn to the pose of the forelegs) the copper 
frieze of the temple of the Mother Goddess Ninhursag at Al ‘Ubaid. At Lagash Nin- 
girsu was considered also as the bringcr of rain-storms and inundations, and since both 
rain and the rise of the waters in the Tigris arc sudden and violent, Ningirsu had a violent 
warlike character. Hence die predominance of lions, and of die lion-headed eagle, Im- 
dugud, personification of the storm-clouds, in the imagery of Lagash. On the main frieze 
of our vase the bird occurs four times; first he grasps a pair ot lions, dicn two goats, again 
a couple of lions, then a pair of oxen. The combination of these creatures circumscribes 
the sphere of action of the god: his violence, in war, in rainstorms, in fl'^ods; and his 
beneficent manifestation in natural life. 

It is characterisdc of Mesopotamian art that the four groups showing Imdugud with a 
pair of animals arc not merely set side by side. They arc interlocked. The claws of the 
birds clasp the lions; the lions sink their teeth into the faces of the ruminants, which again 
are held by the claws of the next bird and bitten by the lions of the adjoining group. A 
continuous frieze results. It is as if the cylindrical form which dominates sculpture in the 
round, glyptic, and mural decoration in Mesopotamia had so strong an appeal that 
every opportunity to emphasize its characteristics was welcome to the designer. The 
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continuous cylindrical surface caused him to animate the creatures in his design so that 
each made the one gesture, with claws or mouth, which closed the ring. We shall see the 
same thing on the cylinder seals of the period. 

It recurs on several votive mace-heads. One of these, dedicated to Ningirsu by Mesi- 
lim, king of Kish,^^ shows on top the lion-headed eagle, and on the circumference a 
series of lions, each of which attacks the one in front and is in turn attacked by the one 
behind. Once more the design is interlocked and continuous. But the device is not 
applied mechanically. In the mace-head of figure 13, for instance, the lion-headed eagle, 
occurring four times, as on Enteniena’s silver vase, grasps gazelles in each instance. Hence 
the four groups remain separate and the roundness of the mace-head had to be empha- 
sized by another device, namely by the sweep of the seven-headed hydra across the top.^* 
We must now consider a class of stonework which betrays httlc concern with decora- 
tive effect, but aims at clarity of representation, namely, square plaques of limestone 
pierced in the middle. The earliest of these date from the Second Early Dynastic Period, 



Figure 13. Mac&-licad 


and they continue until the end of the Tliird, On the early plaques the relief is clumsy, 
executed in two planes without modelling. The scenes possess, however, a certain liveli- 
ness. The majority render a single subject, a feast in which a male and a female personage 
are the chief participants. In plate 33 a they appear in the top row. On the right a bearded 
man, holding a bunch of dates or a leafy branch in his left hand, receives a cup from a 
servant. On the left a woman is seated with cup and branch. A maid-servant behind her 
chair waves a circular fan with one hand and holds a wine-jar in the other. In the middle 
appear two entertainers, drawn back to back for symmetry’s sake; one plays the harp, 
while the other dances with folded arms a kind of hompipc.^^ 

The second register, divided into three parts by the space for the central hole, shows 
the bringing of provisions for the feast: on the left two men carry a large beer-jar slung 
from a pole. One of them has also the circular pot stand on which the pointed vessel will 
be placed. On the other side meat on the hoof is brought in the form of a goat; the ser- 
vant carries a large knife in liis hand and a pile of loaves on his head. Below is a groom 
with an empty war chariot, preceded by a spearman and followed by a man who carries 
some object - probably a pot - tied to a pole over his shoulder. It will be seen that the 
fragments of plate 33 a do not fit properly. They did not, in fact, belong to the same re- 
lief. The main sections were found at Khafaje, but the missing left-hand bottom comer 
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, was completed in die illustration by using a portion of relief found at Ur. I mention 
this not only to explain the illustration, but also to emphasize the fact that identical or 
closely similar plaques of this type were set up in temples throughout the land.-*^ The 
subject which first suggests itself - namely, a feast held after return from a victorious 
war - is excluded by the absence of any specific feature identifying the historical occa- 
sion. Other aspects, too, point to a recurrent, and in fact a ritual occasion for the erection 
of these plaques. The attitude of the main celebrants, with cup and branch, will be re- 
membered in the statues set up in the temple of Tell Asmar before the gods (p. 24 
above), and we have suggested that these referred to the celebration of the New Year 
Festival, when a common rejoicing umted mortals and immortals. Other features in the 
plaques (for instance the empty war chariot) arc not incompatible with this supposition. 
Some variations in the composition of these stone plaques occur. The lower register may 
show a rowing boat instead of a chariot; or scenes of entertainment: men wrestling and 
boxing^ or dancing^ or climbing trees.^^ In the upper ’"cgister the divine participants 
arc sometimes shown, served by priests in ritual nakedness. But some plaques are too 
different to be considered variants of plate 3 3 a. They may show libations being poured 
before the gods, and a few seem purely decorative. Yet on one of these, that of the High 
Priest Dudu of Lagash,^® we find, besides symbols of the god Ningirsu, an inscription 
saying that the plaque was dedicated ‘as a support for a mace\^^ Maces, such as that 
shown in figure 13, were common votive offerings to die gods. They were kept, like 
other emblems, in the temple, and in later times (and perhaps also in the Early Dynastic 
Period) they played a part in the administration of oaths.®® It is possible that the plaques 
with festival scenes served the same purpose as diat of Dudr, namely to support a divine 
emblem; it is also possible that they were pegged to the temple w.dl in honour of the 
benefactor who had contributed the means for holding the feast. But none has been 
found in its original position. 

A few generations before Dudu a ruler of Eagash, Umauslie, had tlie plaque (Plate 
33b) made. In its carving it shows a great advance over die earlier type illustrated in the 
same plate; the details of the figures are now modelled, not engraved. Y'et it is an artless 
piece of work. Urnanshe is shown carrying a basket of mud to mould the first brick of a 
new temple he is to build. In the right-hand bottom corner he celebrates the complcrion 
of the work. His family is commemorated by two stiff rows of figures, identified by 
their names. 

We know that steles existed on which historical events were commemorated, but 
since the wars between the city-states sec-sawed without decision, not one of these 
monuments has survived complete. The best-preserved fragment was found at Lagash 
(Plates 34-5), and records a victory of its ruler Eamiatum over the neighbouring city of 
Umma. The people of this city had destroyed a boundary stone solemnly set up under 
a previous king and had occupied fields belonging to Lagash. In the upper part of the 
stele (Plate 34) Eamiatum is seen advancing before the phalanx of his heavy infantry; 
the spearmen arc protected by a wall of shield-bearers. They march over the pros- 
trate bodies of the enemies. On the right vultures and lions arc shown devouring 
naked corpses. Below this scene of carnage Eannatuin again appears, this time in hi . 
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war-chariot (cf. plate 36), followed by his light infantry. He seems to lift his spear 
against the king of Umma. The same or a similar scene is repeated in the bottom row, 
where the head of the victim, looking back over the bare heads of his retreating troops, 
is struck by the spear of a figure now lost. In the lowest register Eannatum (of whose 
figure only the feet are preserved) presides over the burial of his dead. They are laid out 
side by side, and their comrades, carrying earth in baskets on their heads, fill the common 
grave. Meanwhile the king worships the gods by pouring a libation over two vases filled 
with branches. An ox pegged to the ground is sacrificed to Ningirsu. 

The side of the stele which we have described records the events as they had been ob- 
served to occur; the other side (Plate 35) reveals the hidden forces which brought them 
about. The god Ningirsu himself had taken up the just cause of his city; he caught the 
men of Umma in his net and destroyed them. The net is closed by - or, at least, seen to 
hang from - a handle in the shape of the god’s emblems: the lion-headed eagle over two 
lions. In his right hand the god holds a mace. His figure, occupying two-thirds of the 
height of the stele, is followed by a smaller divinity under the lion-headed eagle, while 
below it the god’s chariot is depicted. The front of it, with the curved end of the pole, 
the rein ring crowned by die figure of a lion, and the wings of the lion-headed eagle, are 
visible, before the small head of the divinity.*^ 

It is clear that decorative considerations played only a minor part in the composition 
of the steles of victory. The clarity of the pictorial narrative was all that mattered. Thus 
the designer disregarded the edges of the stone; in plate 34 the last ranks of the troops 
following Eannatum are simply drawn on the narrow side of the stele, as if the stone had 
the curved surface of the cylmder. 

The fragments of similar steles found elsewhere are too small to allow their designs to 
be reconstructed. But victories in war were also recorded on a smaller scale on objects 
which could be displayed indoors. On more tlian one site delicately carved pieces of 
shell or mother of pearl have been found, which had been inlaid in bitumen. The result 
was some such arrangement as is shown on the so-called ‘standard’ from Ur (Plates 
36-7). We do not really know the use of this object, and the absence of inscriptions sug- 
gests that it may have served to decorate pieces best described in a general way as furni- 
ture.®^ The two panels slant inwards, so that the sides of the object are trapezoid. These 
sides are decorated with mythological subjects, but the main panels show two comple- 
mentary events: a victory and a feast. Each subject is divided into three registers, and 
framed by borders of lapis lazuli set diamond- wise in bitumen and edged with shell. 
The main scene occupies the upper register, while the others record subsidiary events; 
for there is no strict time sequence. On the side where a military victory is shown, the 
king, half a head taller than his men, has descended from his chariot. Spear in hand, he 
inspects captives. They are naked, and some of them are wounded. The preceding en- 
gagement is depicted below. At the bottom the chariots advance over the bodies of the 
dead, each with a driver and a spearman whose javelins project from a quiver. In the 
middle register infantrymen despatch some enemies and take others captive. On the other 
side of the standard (Plate 37) there is the celebration after the victory. It differs from the 
feasts on the square relief plaques in that women do not participate, and no one carries 
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branches or flowers. The king sits facing his officers, is larger than his boon companions, 
and wears a kilt which is, at least in the rendering, more elaborately tassellcd than theirs. 
On the right a man plays a harp of the type of plate 27B (it is carried by a shoulder- 
strap) and the woman behind him would be a singer or a dancing-girl. The connexion 
between the feast and the military success is made clear by the bottom register, where 
the spans of onagers can only be explained as war booty. Portable spoils are carried on 
the back on regular wooden packs held by straps passing round the forehead of the 
porters. 

The technique of inlay was widely used in Early Dynastic times; it allowed for grace- 
ful design and rich effects in colour and texture, and is found on boxes, gaining boards, 
and so on. The soundboxes of harps were similarly decorated, and that of the harp, 
plate 31, shows some extraordinary scenes (Plate 38). Uppermost appears the hero of 
plate 6 protecting two human-headed bulls, a theme used so frequently and in such vary- 
ing contexts that one is tempted to suppose its meaning to be less important than its 
decorative effect. But no such uncertainty attaches to the oilier scenes; nothing could be 
clearer and more specific. A wolf and a lion serve at table - but the diner is not depicted. 
The wolf has carved the meat and brings dressed boar’s and sheep’s heads and a leg of 
mutton. The carving-knife is stuck in his belt. It is of a pattern found in the tombs of Ur 
and elsewhere” and misnamed dagger. The lion follows the wolf, carry mg a large jar 
of hquor, apparently wound round with wicker-work, and a bowl or lamp. The rcHef 
plaques, the ‘standard’ from Ur, and many seal designs show that music was played 
during meals; and so we see die bear steadying a large harp wliich the ass plays. A small 
animal - a fawn, perhaps, or a Jerboa - sits at the feet of the bear and shakes a rattle - die 
Egyptian sistrum - while beating a tambourine or drum held on its lap lowest panel 
is less clear. A scorpion-man carries an object wliich we cannot recognize. This seents to 
belong to the tall jar, since a similar object projects from its mouth. Can they be clay 
tablets? The gazelle which follows liini holds tumblers or peilups incense-burners. 

We lack all guidance in this fantastic world. Only the scorpion-man is mentioned in 
texts: in the Epic of Gilganicsh he is a guardian of the place of sunrise, a function which 
seems irrelevant in the context of our inlays. It has sometimes been said that the animals 
are masked men, but tliis seems unlikely.” They have been equipped with human hands 
for paws only in order to enable them to carry objects, strum the harp, and so on. In 
any case, if masked men performed these scenes the implication would be tliat the ani- 
mals were believed once to liavc performed them. But we know nodiing of the occasion 
when this was supposed to have taken place, and cannot judge, therefore, ^’diethcr it re- 
flects myth, ritual, or fable. On a scaling from Ur the lion is die hero of a similar feast.” 
Seated on a throne, he swills from beakers handed to him by an antelope on its hind legs. 
A donkey brings ajar of drink. Another, likewise upright, plays the harp, and a third the 
cymbals. On a scaling from Tell Asinar” a lion and an ass sit on cither side ot ajar of 
beer, from which they drink through a drinking-tube. One and a half millemiia later, 
the animal orchestra appears again on some rough stone reliefs found in a palace at Tell 
Halaf in north Syria.” It is unlikely that mere fables were the subject of works of art of 
this importance. More probably we have here traces of ancient myths. On the harp from 
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Ur they are presented in the charmed manner of Sumerian art which suspends our dis- 
belief whoi it converts the world of fiury-tale into reality. It is in such a world that the 
benign human-headed bull of plate 2dA and the demonic goat of plate a8 exist, and die 
animals and monsters of the harp inlays celebrate their festival. 

Glyptic Art 

The seal designs of the period are very largely renderings of diis same fmtasdc world 
(Plates 3SH40; Figures 14-16), but in them it is subjected to the decorative requirements 
peculiar to die seal. In attempting diis the Early Dynasdc seal-cutters were so successful 
that their inventions have decisively influenced the repertoire, not only of later glyptic, but 
also of the metalwork and textiles of Mesopotamia, and through these the art of Greece 
and Persia, and even of medieval Europe. The starting-point is, as we have seen (p. 18), 
in the Brocade Style which developed one of the tendencies first observed in Protoliter- 
ate times, where every subsequent development has its roots. The Brocade Style sacri- 
ficed subject to design; simple linear figures were scattered over the surface to form a 
continuous frieze of even density. The style was, in its purest form, elegant but jejune, 
and its subject-matter was soon enriched. In the Second Early Dynastic Period this pro- 
cess continued, but the stylistic principles remained unchanged. The design was still 
mainly linear, and wider surfaces, such as the bodies of animals, were flat and witliout 
modeUing (Plate 39, A and b). Plasticity was introduced only in die Third Early Dynastic 
Period. 

The seal-cutters made much use of that animation which enabled the engraver of the 
silver vase of plate 32 to produce a continuous design. When he made the lions attack 
the neighbouring herbivores, he imited juxtaposed figures into a closed chain. On the 
seals the commonest subject is a frieze of animals and fantastic creatures which seem to 
be engaged in a free-for-all fight. We do not understand the implications of this theme, 
which is a favourite one with the Mesopotamian artists of all periods, but a somewhat 
clumsy des^ like figure 1 5A shows that one of the sources of the friezes was the defence 
of herds and flocks against the depredations of lions. Whether the calf’s head drawn on 
the left is merely a space-filler or is meant to represent a victim of the beasts of prey we 
do not know, but the bull which collapses under the lion’s paws is reprieved in the nick 
of time by two bull-men. The same elements are used to produce the more sophisticated 
seals which display an astounding gift of invention, since they are often but variations on 
the same theme. The particular requirement of a seal - namely, that it should bear an 
individual, distinctive engraving - oflered a challenge to the designers to which they re- 
sponded with delight. In figure 14B three bull-men restrain two lioiu, while a bull stands 
by unharmed. Two heads of goats are space-fillers. There is nowhere a hiattu in the 
frieze, yet the figures are not crowded. The facts of die scene - the killing of livestock by 
lions - which are presented plainly in figure 15A, are taken for granted, and the interest 
centres in the composition. Another version is plate 39A where we meet the naked hero 
of plate 6. He holds the beard of a wild ox in either hand, and is shown once more bend- 
ing past a lion which he seems to stab with a dagger in the hind quarters while grasping 
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Figure 14. Seal impressions of tlic second Early Dvnasne Penod, from Fara 


the forepaw of another lion. This latter beast is drawn across a goat facing to the left. 
The crossing of figures is now a favourite device; it increases the density of the design 
and makes space-filling motifs, such as heads, plants, and the Uke, superfluous. The same 
illustration also shows how an inscription was treated during this period. It appears on 
the left, not separated from the rest of the design by a frame, but seemingly part of it. 
The space left over below the written signs is filled by the hero bJt\^ccn two goats, 
drawn on a smaller scale than the rest of the scene. These designs are entirely homo- 
geneous (that is, linear) and continuous: it is not possible to isolate the impiession of a 
single revolution of the cylinder seal, since the ends arc carefully dovetailed, a feature 
obscured by the neatness of modern draughtsmen, who arrest the loose ends which they 
really should show on both sides of their copies; the photographs do show them. 

The design of figure 14A is even more complicated. Again two lampant lions flank a 
central figure, as in figure 14B. Bui this time the figure is not their master but their vic- 
tim, a goat, drawn widi two heads to fill the broad space between the lions. As in 
figure 14B, two bull-men attack the lions in the rear, but tlit heads of the beasts are 
turned outward, towards their attackers. The group of animal and plant which fills, in 
figure 14B, the space left on the cylinder after the group of five had been drawn, is re- 
placed in figure 14A by a filling showing lion and bull-man in combat. 

The detailed comparisons of these two seals may serve as an illustration of the rich 
variety produced by modifications in the composition of a few recurring motifs. The 
goat with the two heads gives the clue to the monsters which arc frequent on these seals. 
One type appears in plate 39B and figure 14c. His tressed and bearded head is shown in 
full-face, and the trunk and arms are human; but the legs are lions standing on their 
forefeet, while their end in panthers’ heads which tlie arms of the creature thrust 
away from its face. It would be useless to expect the literary sources to disclose the nature 
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Figure 15. Seal impressions of the second Early Dynastic period, from (a) Tell Agrab and (b) Khafaje 


of this extraordinary monster; it originated ‘on paper’, a product of the craftsman’s 
fancy. Ty^o stages of its genesis can be recognized in our plates. In plate 39B, on the left, 
a bull-man dispatches with a dagger a lion which he holds upside down by the hind legs. 
In plate 39c, a slightly later seal, the naked hero grips two Hons in this position. The tlirec 
elements of the group have coalesced, fused by the draughtsman’s imagination into a 
single, more marvellous creature, to take for a moment its place among the mythical 
bull-men and human-headed bulls, the lions and lion-headed eagles. Other monsters, 
too, came into being in tliis fashion. Even when subjects more significant than the ani- 
mal frieze were rendered, the design showed the closely spaced, cymmetrical, or repeti- 
tive character of a textile pattern. That is the case, for instance, with the sun-god in liis 
boat (Figure T5 b), which we shall discuss later. A story is but rarely told in a straight- 
forward manner, without attempt at decorative effect. 

The strength of die seals of the Second Early Dynastic Period lay in the rich variety of 
designs which were neither purely ornamental nor clearly representational and which 
derive their fascination from the ambiguity of their subject as well as from their formal 
beauty. They were executed in a linear, disembodied style whose possibilities were ex- 
ploited to die full. 

The next development was a movement away from this method of engraving. The 
Third Early Dynastic Period returned to the modelling in relief which had been com- 
mon in the Protolitcrate Period, but had been lost during its final dechne, and had been 
neglected in the First Early Dynastic revival of the Brocade Style. The Third Early 
Dynastic Period kept to the themes of die preceding age, but made them appear more 
substantial. The potentialities of modelling were recognized and the depth of the figure 
was no longer treated as an inevitable but aesthetically indifferent consequence of the 
technique of engraving. The new style gave importance to parts of the design which its 
predecessor had used cavalierly. A comparison of the seals of plate 40 with the earlier 
one of plate 39, A and B, brings out the lack of interest of the flat surfaces in the animals’ 
hindquarters or the hero’s legs. In plate 39c the body of the rampant gazelle is still nearly 
flat, but the hero’s body and the lions’ hindquarters arc truly modelled, and the play of 
light and shadow hfts these areas out of their previous insignificance. 

The lions in plate 39c (as in most of the seals of the Third Early Dynastic Period) show 
their face in front view, while it had been rendered before in profile (Plate 39A; Figure 
14). The frontal view allowed the contrast between face and mane to achieve its full 
plastic effect; similarly the ibexes and stags of plate 40c stand out against the embroidery 
of plant design covering the background, while in the earlier style (Figure 143) the 
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Space-filling plants arc a part of a homogeneous linear design, equal in value to the ani- 
mals. But even in the Third Early Dynastic Period so strongly marked a contrast be- 
tween figures and background is rare. On the whole the figures appear modelled against 
a neutral smooth background. The elaboration of plasticity increases the volume of the 
figures. The lion's head seen from the front or from above shows a splendid and massive 
mane. Even the faces of heroes and bull-men become broader as well as more plastic. At 
the same time the friezes grow more crowded; the older well-spaced gioups of three or 
five figures, symmetrically arranged (Figure 14, a and b), become rare, and most figures 
are put as upright as possible while crossing others (Figure i6a; Plate 40A). Tliis cross 
movement of figures becomes, in fact, the main device of composition and is handled 
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Figure 16. Seal impressions of the third Early Dynastic period 

with virtuosity. In the best examples the fantastic world of play and struggle remains a 
compelling vision; but it no longer bears analysis. The earlier designs had, for all their 
ingenious interlacings, remained variations of a recognizable theme, the defence of 
herbivores against beasts of prey. The relations between the individual figiues, their 
character as aggressor or victim of attack, were never obscured. But in the ^vild tnilee of 
the later seals erstwhile allies may become antagonists if it suits the draughtsman's con- 
venience. Both sides are, moreover, strengthened; the stag and the leopard are added to 
the cast of figures, no doubt to counteract the monotony which the exclusive use of tlie 
criss-crossing shapes would otherwise produce. For the same reason ammals — mostly 
victims - arc often inverted. In the usual frieze of crossing animals all the formal interest 
lies in the upper half of the design, the lower part merely consisting of legs, which may 
be elegantly spaced, as in plate 40B, but remain rather dull (Figure i6a). The placing of 
one or more of tlic animals upside down (Plate 40A) corrects that shortcoming. The 
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Strength of the tendency towards decoration for its own sake is shown by the swastika 
of lions (Figure i6a) and the circle of four men who each hold their foreman by the 
ankle while threatening him with a dagger (Figure i6b). 

The stress on plasticity did not destroy linear beauty. In fact the elaboration of tails 
and hair tufts in plate 40B shows a new sophistication, if compared with plate 39A. But 
the tendency to increase both the mass of the modelled figures and their number became 
ultinutely incompatible with the established schemes of composition and destroyed 
them. The difficulties were twofold. One of them concerned the inscriptions which, in 
the past, could be absorbed in the linear design but now appeared as an intrusion between 
the modelled figures. A greater difficulty was the unevenness of surface which resulted 
from the crossing of such relatively substantial figures (Plate 40A). This might go so far 
as to prevent the making of a clean impression; in any case it was aesthetically in- 
acceptable. 

Throughout the Early Dynastic Period the beauty of a seal required a continuous de- 
sign of even density. Each hiatus was filled by a subsidiary motif; there were no vertical 
breaks at any point. The harmonious spacing of the design ensured the effect of either 
long or short impressions taken from die seal. This principle w^as basic to die Brocade 
Style and was well maintained, even towards the end of the Third Early Dynastic Period, 
when crossing figures were piled up in the friezes. But when the figures became more 
substantial, the frieze appeared overloaded (Plate 40A). The figures require space and air 
- and so we notice at the end of the period an innovation which really consisted in a pull- 
ing apart of the interlaced figures, and thereby an introduction of a hiatus between each 
struggling group (Plate 40B). The effect is splendid; even vigorous modelling docs not 
produce heaviness. But the frieze as a whole has lost its coherence; we now sec three dis- 
tinct groups placed side by side on the seals’ surfaces. The basic principle of Early Dynas- 
tic seal design has been sacrificed. Yet once again, as at the end of the Protoliteratc 
Period, the disintegration of a prevalent glyptic style becomes the starting-point for a 
fresh development at the opening of a new age. There is, however, one difference: the 
end of the Early Dynastic Period is in no way an age of decline. And the changes which 
we are about to describe amount to a transformation of Mesopotamian art while it was 
at the height of its power. 
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CHAPTER 3 

THE AKKADIAN PERIOD 

<CIRCA 2340-2180 B.C.> 


Throughout its history, Mesopotamian art exhibits a curious polanty. It reveals on 
the one hand a love of design for its own sake, and on the other a delight in physical 
reality. In the Protoliterate Period the seal designs illustrate both tendencies, separately 
or combined. Later, in the First and Second Early Dynastic Periods, decorative traits 
prevail. During the Third, in such seals as those of plate 40, the tendency towards the 
concrete fmds renewed expression, and it gains prcdomiii,mcc in the reign of Sargon of 
Akkad. The change of style miglit therefore be regarded as a mere shift of emphasis 
within the native tradition, but such an interpretation of the Akkadian achievement 
would be quite inadequate. The innovations are too striking; and the few splendid works 
which survive (Plates 41-4) cannot be understood without reference to matters which 
arc altogether extraneous to the field of art. 

The accession of Sargon of Akkad, his conquest of the vai ious city-states, his organiza- 
tion of a realm which retained its coherence for over a century under his descendants, 
permanently affected, not only the art, but also the language and political thought of 
Mesopotamia. Under the appearance of familiar procedure - the piecemeal subjection of 
the city-states to a single ruler - a new enterprise was set afoot widely different from the 
ephemeral achievements of earlier conquerors. For in Sargon’s person an clement of the 
population which had hitherto remained inarticulate now asserted itself and took com- 
mand. The Akkadians had affinities with the Syrians, but they were not foreigners. 'We 
do not know when they infiltrated into Mesopotamia nor what were their numbers in 
the south; but by the end of the Early Dynastic Period they were predominant in the 
central districts, round modem Baghdad, and farther north along the rivers. 

The heart of Mesopotamian civilization lay to the south, in Sumer. There the great 
transformation of prehistoric culture had taken place in the Protoliterate Period, and 
from there Sumerian influence had radiated far into Persia and Anatolia, Syria, and 
Egypt.^ The main route of this transmission ran along the Tigris and Euphrates. At Tell 
Brak, on the Kdiabur river, a tributary of the Euphrates, there stood in Protoliterate 
times a shrine which was to all intents and purposes a Mesopotamian temple.* At Mari 
on the middle Euphrates* and at Assur on the Tigris^ the local script and statuary, 
amulets and beads, were indistinguisliablc from those used in Sumer proper during Early 
Dynastic times. 

The inhabitants of those more northerly regions were, hov '-*vcr, not Sumerians. We 
know very little about their culture before they adopted Sumerian civilization, but we 
do know that they spoke a Semitic language and therefore followed traditions which 
differed from those of Southern Mesopotamia, We may surmise that the differences went 
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deep, for the Sumerian and Akkadian tongues are not even distantly related. The fim is 
agglutinative, the latter inflectional, and vehicles of thought so utterly diverse in struc- 
ture point to an equally profound contrast in mentahty.* When, therefore, Akkadians 
adopted Sumerian civilization, they were bound to make a change even where they 
merely wished to copy. And sometimes they made an intentional change; for instance, 
they used the Sumerian script for writing the Akkadian language. It is significant that 
this was done not only in official inscriptions but also in business documents, indicating 
that the new dynasty represented a numerous and important section of the populace. It 
is also significant that contemporary texts never treat Sargon’s rule as a foreign domina- 
tion. His accession marked a shift in the relative importance of two elements of the 
settled population of the land. There was no break in continuity. Sargon’s rise to power 
conformed with an cstabUshed pattern. In the past, too, usurpers or energetic local rulers 
had sometimes dominated large parts of the country. But Sargon’s unification proved 
more permanent precisely because the established political structure of Sumer had no 
traditional compelling force for the Akkadians. These latter did not necessarily think of 
dominion in terms of the city-state. Among other Semitic-speaking people - the He- 
brews, Aramaeans, and Arabs - the bond of blood, of family, clan, or tribe, has always 
been stronger than all others. The Akkadians may well have held a conception of mon- 
archy in which loyalty to the ruler, as tribal chief, replaced the purely local, civic loyal- 
ties of the Sumerian cities, and the extent and structure of any poUtical unit coincided 
with the area held by the tribe. 

Sargon and his successors took measures which pointedly disregarded the local units 
and aimed at strengthening the bonds between the king and his followers; personal 
loyalty rather than local patriotism was now to sustain the State. Under Sargon*s grand- 
son, Naramsin, governors of cities styled themselves ‘slaves of the king', who himself 
assumed a title - King of the Four Quarters (of the Universe) - which proclaimed him 
the potential ruler of the whole earth. 

It is precisely this new conception of kingship which is expressed in the works which 
we shall now describe (Plates 42-4). They possess a secular grandeur without precedent 
in Mesopotamia. The bronze head, miraculously preserved in a rubbish-heap at Nine- 
veh,^ is three-quarters life size. The hair is bound in the manner of Eannatum (Plate 34) 
and the fashion goes back to Protoliterate times (Figure 7 a), a clear instance of the sur- 
vival of Sumerian tradition. It is plaited, wound round the head, and gadiered in a chig- 
non at the back, while a gold diadem supports the plait. The fine but elaborate treatment 
of hair and beard makes a splendid setting for the smooth face and noble mouth. The 
eyes were inlaid with costly stones which have been gouged out. The tip of the nose was 
flattened by a fall. 

Even the most realistic works of Early Dynastic times (Plates 21-5) seem but tentative 
approaches to the rendering of physical substance which has been triumphantly achieved 
in this bronze head. Notice, in profile, how the eye is set in its socket; the shaping of the 
upper Up; the nostril and the temple; the surety of touch; the infinite play of surface. It 
is true tliat the bronze head and the small Early Dynastic works in stone are not strictly 
comparable. But an Akkadian stone head from Bismaya (Plate 41) differs firom the earlier 
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heads after the manner of the bronzed It shows the same firm yet sensitive modelling, 
the same lack of the small full curves of the Third Early Dynastic style. Its forms are 
more spacious. Technical details, such as the inlaying of eyes and eyebrows, bespeak the 
continuity of tradition. And in Akkadian works of lesser quality the affinities with the 
older period are so pronounced that it is sometimes only possible to assign a work to the 
Akkadian Period because an inscription names the reign in which it was made.® 

The stele of Maramsin (Plate 44) matches the bronze head in beauty, vigour, and 
originality.® The stone is broken at the top and damaged by water below. It is neverthe- 
less certain that no other figures occupied the upper portion where the king stands, alone, 
under the heavenly bodies in which the gods arc manifest. Naramsin himself is deified:^® 
he wears the homed crown of divinity. He holds his bow in one hand, jin arrow in the 
other. His battle-axe hangs in the hollow of his left arm. Below him his soldiers climb 
the wooded mountain-side. The repetition of their stride renders the relentless character 
of their advance more effectively than the massing of figures in the stele of Eannatum 
(Plate 34)- The antithesis of their ascent appears in the broken remnants of the enemy’s 
force on the right, fleeing or imploring pity. Naramsin stands above this agitation with 
one foot upon the bodies of the vanquished, near him the unsealed summit of the moun- 
tain, above him the great gods.'^ 

From the reign of Sargon fragments of at least two steles survive.*^ They lack the 
grandeur which the unified composition, the concentration of an event in one signi- 
ficant moment, imparts to the stele of Naramsin. Sargon’s steles were, in every respect, 
more primitive; in shape they were boulders, as of old (Plate 9 a), and the scenes are 
divided into registers which followed the irregular surface of the stone. Sargon is made 
rather larger tlian liis soldiers, but docs not wear the crown of the ged; He is identified 
by an inscription. Another fragment shows a battle scene with birds of prey and Jogs 
devouring the enemy dead. A third also renders a motif found on the «tclc of the vul- 
tures of Eannatum : the enemy is ‘ caught in a net ’, a recurring image of Sumerian poetry 
that has here been given plastic expression. But on Eannatum’s stele the god holds the 
net; on Sargon’s steles it seems to be held by the king, over whose victory divinity pre- 
sides. The gods arc not shown as intervening in human affairs, but the king of their elec- 
tion acts in the fullness of his power. 

The fragments of Sargon’s steles stand in a direct line between those of Eannatum and 
of Naramsin, but in motifs and composition they are closer to the first. There is no trace 
of the unified and truly monumental design which distinguishes the stele of Naramsin. 
An earlier treatment of the subject seems, however, to survive in a stele < at in the face 
of the cliffs overhanging the gorge of Darband-i-Gawr in the Qara Dagh.^® The huge 
figure of Naramsin towers over the bodies of his enemies. His army is omitted, and the 
scene of the battle is not shown either; it is the gorge itself. The rock carving might be 
judged a simplified copy of the stele, but is probably earlier because more primitive. 
While the rock relief shows the king in the act of scaling the mountain, the stele makes 
the soldiers ascend while the king stands impassive, the victor in possession of the field. 

The reign of Naramsin exhibits the highest achievement of Akkadian sculpture. We 
do not know whether the same is true of architecture, since no evidence of importance 
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survives. But the art of engraving developed the new style to its maturity within the 
forty years of Sargon s reign. Under his successors excellent work was done, but on 
established lines. The new development took its start from the last style of the Early 
Dynastic age, as represented by plate 40B and figure i6b, where figures no longer cross 
each other and the groups are separately drawn. We have seen that this diinning out of 
the friezes became necessary when modelling was introduced. But in the Early Dynastic 
seals the modelling remained subservient to the decorative scheme; it added interest and 
life to the designs without changing their imaginative character. Under the Akkadians, 
on the other hand, modelling was employed to achieve verisimilitude (Plate 45). This 
was a new departure; neither the friezes nor die individual figures of the Early Dynastic 
seals permitted a realism which placed the physical nature of each living creature in the 
centre of the artist’s interest. For in a continuous frieze the function of each combatant 
is more important than his corporeality. Even in such seals as plate 40B the subservience 
of the figures to the unity of the frieze is evident; note, for instance, the horizontal 
alignment of die heads and eyes (isocephaly). 

In the Akkadian seals the figures are isolated, not only because their greater plastic 
volume requires an empty space to balance it, but also because the seal-cutter is absorbed 
in the rendering of the concrete details of their physical appearance. Sometimes he con- 
centrates so intensely upon bony structure, taut muscles, curly hair, that he disposes of 
the relation between his figures in a summary fashion. An indifferently lengthened arm 
connects the antagonists (Plate 45 c). More often his interest in the concrete leads to a 
new version of his traditional subject. In Early Dynastic times the theme of combat was 
a pretext for the display of decorative ingenuity; in Akkadian times it was taken for 
what it is; in looking at such a seal in plate 45A, one almost listens for the gasping breath 
of the throtded lion vainly pawing the air.'^ Yet it would be misleading (here, as so often) 
to speak of realism, for the situations depicted arc fantastic enough. But the traditional 
themes were not rejected on that score, and not only accepted, but imagined quite con- 
cretely; the desultory skirmishes of the earlier friezes were replaced by fierce encounters. 

The isolation of the figures docs not always destroy the continuity of the design. In 
plate 45 c, for instance, it is maintained by the careful disposition of the tails of lion and 
buffalo, and by the Venus-star and battle-axe used as space-fillers. The absence of hiatus 
in this seal would be striking if the purchaser had availed himself of the opportunity to 
have his name engraved upon it; a space was left open for this purpose above the recum- 
bent antelope. But even where, as in this case, a continuous frieze is made, the Akkadian 
designs are static, while the crossed figures of Early Dynastic designs carry the eye from 
one side to the other throughout its length. There is also less variety in the Akkadian 
friezes; stag, panther, goat, and ox have been eliminated and the composite creatures 
have mostly disappeared; for the new insistence on corporeality emphasized their mon- 
strosity to an extent that precluded the necessary suspension of disbelief. That is proved 
by the rare occurrences of human-headed bulls in the earliest phase of Akkadian glyptic. 
They look neither enchanted, as in Early Dynastic, nor demonic, as in Assyrian times, 
but merely absurd. Only the bull-man, forerunner of die faun, haunts the Akkadian de- 
signs with his ambiguous vitality. As a rule the Akkadian friezes show but two pairs of 
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combatants: hero and bull-man as victors, lion and bull or buffalo as victims. The 
scheme of the continuous frieze is, therefore, impoverished by the reduction in the 
number and variety of its figures, and by their isolation. But in Akkadian times this 
scheme of composition became uncongenial. It was replaced by a static, antithetical, 
heraldic composition with an inscribed panel as its central feature. 

The Barly Dynastic seal-cutters had never solved the problem of how an inscription 
could be integrated with their figures. Originally they did not set it apart (Plate 39A) 
and it looked like an awkward space-filler. Later (Plate 40B) it was framed below but 
left open at the sides; the problem it presented was evaded. But the Akkadians faced it 
squarely and solved it by making the inscription the very centre of their compositions. 
It was flanked by pairs of combatants, in the manner of heraldic supporters (Plate 450). 
These seals reveal the polarity of Mesopotamian art in a novel form. While the figures 
are rendered with all the concrete details of their physical reality, tlicy arc presented in a 
purely ornamental arrangement. Plate 45D offers actually a variant of the usual scheme; 
the hero does not destroy the buffaloes but waters them from a spherical vessel which is 
a common feature of Mesopotamian imagery.^* It stands for the source of all water and 
hence for the origin of life. The significance of the buffaloes remains obscure. 

Unusual subjects are much more frequent in the Akkadian Period than at any other 
time. The frieze of combatants had been developed to its rich variety because of its de- 
corative potentialities which the Early Dynastic seal-cutters prized. The turn towards the 
concrete which marks the Akkadian style led, necessarily, away from the frieze, and a 
larger proportion of seals showed narrative scenes, definite events, either in the world of 
the gods or in that of men. Such subjects had been relatively rare in Early Dynastic times, 
but when we happen to know an earlier version of a subject popular in Akkadian times, 
the difference in treatment is revealing. The sun-god in his boat may serve as an example. 
Figure 17B shows the Akkadian version. The god is characterized by rays springing from 
his shoulders. He holds the steering-oar of a b<>at wliich moves of its own accord. This 
is indicated by the shape of the prow, wliich ends in the figure of a demon or god hand- 
ling a forked punting pole. Fishes sport along a triple zigzag line. In the field, to the left, 
the goddess of vegetation appears ; she holds plants in both hands, and an ear of com 
sprouts from her body. Once again we lack texts which would explain this conjunction 
of deities, but the seal possibly represents die sun’s progress through the night, beneath 
the earth which is the domain of the goddess.^^ In any case, die sun-god, too, is repre- 
sented in an aspect which the majority of the texts ignore; they usually describe him as 
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the supreme judge, but on our seal he carries a plough, a large vessel, and some other ob- 
jects in his boat, while a human-headed lion is tied to the prow. The stems ends in a 
snake’s head, and in the snake the fertility of the earth is symboHzed, as we recognize 
from other monuments.^^ A number of Akkadian versions of this scene are known, but 
figure 15B shows an Early Dynastic rendering. While the Akkadian engravers aimed 
single-mindedly at clarity of representation, at a precise rendering of concrete detail, so 
that we should be in no doubt of the meaning if only we shared with them the mytho- 
logical premisses, the Sumerian draughtsman reduced even a scene of this type to a 
homogeneous ‘brocade’ pattern. In the midst of this network of lines we notice the ani- 
mated boat, propelled by its own mysterious power. It contains only the sun-god; his 
equipment is scattered over the field; immediately behind his barque appears the human- 
headed quadruped (the forefeet are lost in the chipping of the cylinder’s edge). Above its 
back we see the large vessel and the plough. Behind liim moves a scorpion-man with up- 
hfted arms. It is, of course, possible that he was intended to precede the sun-god’s vessel, 
for in the tightly interwoven design there is no indication where the scene begins or ends. 
The space left above the scene we have described is filled with designs which seem to have 
no bearing on it, but merely avoid a hiatus: the bird Imdugud holding a honied beast in 
either claw, and, on the left, a lion and a goat; there was no room for the complete ani- 
mals, and their forequarters only are drawn. The delineation is very vivid; the boat, the 
quadruped, the scorpion-man move almost feverishly, but the main interest of the seal- 
cutter was the production of an uninterrupted, closely interwoven design, while the 
Akkadian aimed at clarity with his widely spaced, sedately moving figures. 

Sometimes men are shown approaching this world of the gods; they bring gifts, 
either as respectful familiars (Figure 17B), or betraying the distance between human and 
divine. A good example of this last is shown in plate 45B, where a libation is poured 
before two weather-gods. The imagery is striking and appropriate; the lighming flashes 
as the god’s whip widi which he spurs on the fire-spitting dragon who draws his cluriot. 
The noise of its heavy solid wheels is the thunder. These images describe the terrifying 
nature of a Mesopotamian storm. Its beneficent aspect is represented by the goddess, 
standing on the dragon’s back, dispensing rain with both hands. The worshipper stands 
outside the space in which the gods function. He pours his libation over an altar shaped 
like a two-staged temple tower. The gods appear as a vision which he contemplates. 

The theme of the weather-gods in action is treated differently in other seals.^® For in- 
stance, a number of the dragons arc drawn obliquely across the cylinder to render the 
wild confusion of the storm at its height; conversely, the event may be rendered with- 
out reference to actuality, by a god aiming his arrow at the Bull of Heaven (symbolizing 
drought), while a storm-demon stands by. 

The Akkadian seals, like those of Early Dynastic times, evoke a world of the imagina- 
tion. But it is no longer the world of the fairy-tale. It is a grim world of cruel conflict, 
of danger and uncertainty, a world in which man is subjected without appeal to the in- 
comprehensible acts of distant and fearful divinities whom he must serve but cannot 
love. This sombre mood, which was first expressed in Akkadian times, remained char- 
acteristic of Mesopotamian art throughout its history. 
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CHAPTER 4 

THE NEO-SUMERIAN PERIOD 

<2125-2025 B.C.> 

AND THE PERIOD OF ISIN, LARSA, AND BABYLON 

<2025-1594 B.C.> 


Lagash 

The Akkadian dynasty was overthrown by the Guti, wild mountaineers from the 
north-cast who contributed nothing to the civilization of the plain which they ran- 
sacked. The Akkadian kings had fought them repeatedly, and rock steles carved in the 
homeland of the barbarians recorded tlicir initial successes and were intended to deter 
further assaults. But the mountaineers gradually gained ascendancy, the dominion of the 
latest Sargonid kings was narrowly circumscribed, and the Guti fmally entered the plain 
and held it for about sixty years. After that, the Sumerian south took up the challenge, 
drove tliem out, and reunited the realm under the kings of Ur. But before this occurred 
one city-state seems to have escaped from the Guti or to have paid blackmail to their 
cliicftains. In any ease, the city of Lagash flourished exceedingly and produced, under 
Gudea and his son Ur-Ningirsu, exquisite works of art and Hterature ^ 

In the sculptures from Lagash - modern Telloh - the teclniical achievements of the 
Akkadian period arc utilized, but of the aspirations of that time not a trace remains. 
Piety replaces vigour. We know from texts that the domination of the Guti was felt as 
a cruel humiliation, and Neo-Sumerian art, from Gudea of Lagash to the end of the 
Third Dynasty of Ur, dwelt with complacency on the close relation with the gods which 
was the prerogative of the lawful occupants of the land. Gudea’s works do not reflect a 
shadow of the troubles of the age, but arc pervaded by the confidence and gaiety of the 
truly devout. A score of statues represents the ruler, standing or seated, with folded 
hands, bare-headed or wearing a woollen cap. They resemble one another so closely that 
our plates 46-8 adequately represent the whole group. The material is costly and very 
hard diorite, carved witli complete mastery and brought to an extraordinary perfection 
of finish ; note the long, fine fingers, the bare right arm, the feet, the manner in which 
the body is indicated under die woollen shawl. The sculptors of Gudea combine, in all 
these respects, the traditions of the Akkadian school, as is shown by a damaged diorite 
statue of Sargon s son Manishtusu.* Aldiough the intense vitality of the best Akkadian 
works is absent from Gudea’s sculpture, they possess the same firmness and precision of 
mode lling and the same richness in the play of light provoked by the stone. The monu- 
mentality of these statues can best be appreciated if we compare diem with a work which 
renders the same sulyect in an entirely different way (Plate 49)- This is a small statuette of 
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green serpentine, light and graceful; this effect is achieved by an inner logic which com- 
bines the properties of the semi-translucent stone, the elegance of the contour, the con- 
trast between the broad shoulders and the narrow waist, and even the unusual gesture. 
The fingers of the right liand direct our glance beyond their clasp to the long vertical 
edge of the shawl, while in the monumental statues of diorite the hands form part of the 
great curve by wliich the arms emphasize the roundness of the ideal form, the cylinder. 
In these larger figures the gesture of the clasped hands is as logically used as that of the 
pointed fingers which play their part in the composition of the statuette. Notice, in the 
diorite statues, the other features that emphasize the cylindrical form, such as the folds 
of the shawl under the right arm and the roundness of the base. In the serpentine statu- 
ette, too, as in all Mesopotamian sculpture, the composition is cylindrical, but its slender 
elegance obscures the abstract framework which the monumental figures accentuate. 
Plate 46, where Gudea holds a drawing-board on which the plan of a temple is to be 
traced by means of ruler and stylus,^ shows how awkwardly square elements are fitted 
in. The seat, too, seems refractory; it could not be rendered in the round without deep 
undercutting, and was therefore left more or less block-shaped; but, in contrast with 
Egyptian usage, its squareness is as far as possible mitigated by the treatment of the sides. 

The statues were, as we have seen (p. 23 above), placed in the temples as a perpetual 
reminder of the ruler’s faithful service of the gods, and as active intcrceders on his behalf. 
His images were credited with power, and this power was sustained by offerings of food 
and drink. The dedicatory inscriptions took account of the divine hierarchy. The statu- 
ette of plate 49, for instance, was dedicated to the goddess Geshtinanna, and bore the 
name: ‘ She transmits prayers*. But the statues dedicated to the city-god, Ningirsu, or to 
the Mother Goddess, interceded directly, and bore such names as: ‘I am the shepherd 
loved by my king {i,c\ Ningirsu); may my life be prolonged *.♦ 

A combination of serenity and forcefulness is characteristic of the statuary of Gudea, 
and the texts bear out this impression. While Gudea maintained prosperity and peace in 
the midst of chaos, he ascribed his good fortune to his excellent relations with the deities. 
These looked with favour on a city ruled by a king devoted to their service. Gudea re- 
built their temples with an extraordinary expenditure of energy and wealth, and he 
buried in their foundations an account of his activities. These texts arc most unusual. 
They describe, not only the facts, but also the moods of the king during the slow and 
laborious fulfilment of his task, beginning with the first intimation that something was 
expected of him (the gods prevented the Tigris from rising at the time of the inunda- 
tion) ; the dreams which were sent to him when he slept in the temple, and which were 
only clarified by degrees; the long preparation of the site; the purification of the city; 
the collection of the materials; the final dedication to, and occupation by the gods. These 
texts, though damaged and often equivocal or obscure, possess, even in translation, an 
extraordinary poetic force, and a spirit closely related to that expressed in the sculptures. 
They convey Gudca*s awareness that his devotion had found fulfilment in a relation of 
trust and goodwill on the part of the gods. The following passage may count as a poetic 
equivalent of the sculptures. It was spoken by tlie god Ningirsu in the dream which 
finally overcame Gudea*s doubts as to whether he was indeed called upon to undertake 
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the huge task of rebuilding Eninnii, the temple of the god. Note that abundance follows 
the ‘humid wind* which brings the rain: 

When, O faithful shepherd Gudea, 

Thou shalt have started work for me on Eniniiu, my royal abode, 

I will call up in heaven a humid wind. 

It shall bring thee abundance from on high 

And the country'shall’spread its hands upon riches in thy time. 

Prosperity shall accompany the laying of the foundations of my liouse. 

All the great fields will bear for thee; 

Dykes and canals will swell for thee; 

Where the water is not wont to rise 
To high ground it will rise for thee. 

Oil will be poured abundantly in Sumer in thy time. 

Good weight of wool will be given in thy time.® 

Of the costly objects with which Gudea furnished the t.-inple, only a few survive. A 
limestone basin® was decorated with goddesses holding tlic miraculous ‘flowing vase’, 
and they are linked with each other, so that each holds her own vase in the right hand 
and supports with her left the vase of lier neighbour. The water flows downward in a 
double stream to cover the earth, and more water streams from the sky, enicrging from 
round vases borne by goddesses like figure 1 8. These figures have been called the earliest 
representation of angels, but the heads and arms are not attached to wings, but to bodies 
clothed in the gown with wavy folds which the standing goddesses also wear. The same 
motif recurs in the stele of Urnammu (Plate 53) from which figure 18 is taken.*^ 

Another of Gudea’s basins was decorated with lions® like some of the mace-heads dedi- 
cated to Ningirsu.® Others were merely inscribed. A fragment of a strle shows a harp 
being played in the temple.*® Anotlier stele, of which only the curved top is preserved, 
gives a scene which was also engraved on Gudea’s personal seal: the ruler, held by the 
hand of his ‘personal god*, his special protector Ningizzida, is introduced into the pre- 
sence of the great gods. On the seal the god who gives audience is, once again, a deity 
who dispenses water from the ‘flowing vase\ here marked as tlie source of life by the 
plant sprouting from it. 

Gudea dedicated the steatite vase of plate 51B to his ‘personal god’ Ningizzida, who 
represents natural vitality in its chthonic aspect, and is therefore identified by two inter- 
twined snakes, originally pairing vipers (Plate 8a). The dragon, too, counts as a spirit of 
the earth and appears regularly as the symbol of this god.** Intertwined snakes are ren- 
dered also in the fine steatite cover of a lamp or dish (Plate 51c), but the dication was 
apparently engraved on the missing portion of the vessel. 

Whether the human-headed bull of plate 50c belongs to the age of Gudea is uncertain. 
It may be earlier (i.e. Akkadian) or later, but its mildness would agree with the art of 
Lagash. Notice how even here the creature’s extended attitude, which would easily fit 
into an oblong, b^< been rounded by the movement of the head The block form, which 
was dominant in £gypt» is avoided in Mesopotamia. 

Of Ur-Ningirsu, Gudea’s son, several statuettes have been preserved. They r^emble 
closely those of Gudea, but the base of one of them has been enriched by a frieze in rehei 
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of kneeling figures bearing offerings.** The king is clean-shaven and wears a woollen 
cap; but in another work** he is heavily bearded and his head covered by a low conical 
cap, or possibly natural curls. This odd appearance remains without parallel. The figures 
of private people foimd at Lagash have all shaven polls and are beardless, perhaps because 
they represent priests (Plate 50A). Female figures arc rare (Plate 50B). The high quality of 
the workmanship equab that of the royal statues. The metal work of the period is mostly 
lost to us. Inscribed bronze pegs were driven into the foundations of buildings, and these 
were sometimes held by a divinity (Plate s*a). Sometimes tire upper part of the pegs 
rendered the ruler, in a conventional way, in the act of carrying on his head the basket 
of clay used for the moulding of the first brick of the new temple (cf. Plate 333).** 
Sometimes the peg was topped by the figure of a bull; these were significantly used for 
the temple of Inanna-Ishtar. 

The Third Dynasty of Ur 

The peace and prosperity of Lagash, during the upheaval of foreign rule, mark the city 
as a backwater. History passed Lagash by. When the South rose and drove the Guti back 
to their mountains, it was under the leadership of Erech and Ur. Lagash became a de- 
pendency when Umammu of Ur established a united realm which lasted for over a cen- 
tury (the Third Dynasty of Ur). Although its scribes used Sumerian in most official 
documents, the dynasty did not abolish the Akkadian language, and in the very concep- 
tion of kingship over the land it accepted the political innovation of Sargon. The notion 
found theological expression in the theory that ‘kingship had descended from Heaven’ 
and was bestowed upon one city at the time, but only for a limited period. Then the 
gods, at their pleasure, granted kingship over the land to another city. The local rulers 
became vassals, or even mere officials, imder die king of Ur. 

The art of this phase of Sumerian revival is not well known; it resembles that of 
Gudea rather than that of Akkad. The contrast is most striking in the seal designs. The 
almost inexhaustible variety of Akkadian times has vanished, and in practice a single 
theme holds the field, the so-called presentation scene, which shows either the king be- 
fore a god, or, as in plate 54A, an official before the king of Ur. The subject was tare in 
Akkadian times, but it became common at Lagash under Gudea. 

The period of the Third Dynasty of Ur was one of great achievement, not only in the 
economic sphere, but in every field. Many of the greatest works of Mesopotamian litera- 
ture were now either composed or for the first time written down. But only a few works 
of art survive, and those are too fragmentary to give a fair impression of their original 
character. Moreover, there are no criteria for separating sculpture of the Third Dynasty 
of Ur from that of the succeeding Isin-Larsa Period. 

The sadly damaged head of plate 54B is almost the only certain example of sculpture 
in the round belonging to this period. It shows perhaps an excessive delight in plastic 
details. The head of the god in baked clay (Plate 54c) represents a somewhat coarser type. 

The first king of the Dynasty, Umammu, erected a stele at Ur of which fragments 
survive. The original was ten feet high and five feet wide (Plate 53). At the top the king 
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was shown pouring libations before the throne of a deity, while above him a goddess 
holding the flowing vase (Figure i 8 ) sends water from the sky. This upper part, like the 
register beneath it, originally showed the same scene repeated twice; the king, once &c- 
ing to the right and once to the left, stands before a god in one case, a goddess in the 
other. The repetition destroys the narrative interest of the scene; perhaps it is merely a 
synunetrical rendering of Umammu’s worship of a divine couple - the moon-god 
Nannar and his consort Ningal — enthroned side by side in their shrine. In any case, the 
stele, like the seal designs, illustrates the same absorption in ritual which distinguishes the 
art of Gudea from that of the Akkadians. 



Figure 1 8, Goddess pouring water from sky, 
from the Stele of Urnanimu of Ur 
(cf. Plate 53) 


The god holds aii cinblcin conventionally known as ‘the ring and staff' and often 
interpreted as a symbol of justice. This is probably correct, but on this stele the syniboHc 
objects arc recognizable for what they are, namely, a measuring rod and line.^’ The 
figurative use of measuring instruments as symbols of justice is understandable, and the 
detailed rendering on die stele is, perhaps, due to the nature of the event commemoraied 
on this monument: the founding of the god’s temple by Uniammu. Below the scene 
analysed, the king is shown carrying builders’ tools on his shoulder. A priest assists him, 
and he is preceded by a god. Fragments indicate that a procession moving in the opposite 
direction filled the remainder of the register; we have here, then, again, a static anti- 
thetical grouping of figures, not a consecutive narrative. Traces of a ladder below suggest 
that building operations were actunlly depicted. On the other side ot the stele we see, at 
the top, a repetition of the scene with which we started our description, and, below, 
ceremonies related to the dedication of the temple. Men pour blood from the carcass of 
a decapitated lamb — a rite known in the later New Year Festival to have served as the 
ritual purification of the building. An ox is cut up; huge drums arc sounded. On a flat 
band of stone between two registers a Ust of canals dug by Umamniu is engraved. This 
stele, then, is poles apart from those of Eannatum, Sargon, or Naramsin. It is a monu- 
ment of piety, not of worldly acliicvcmcnt, and this explains the static, hieratic, char- 
acter of the composition. It would be rash to deny that the kings of Ur erected steles to 
commemorate their victories; they were active soldiers as well as administrators. But so 

far not a trace of secular monuments has been found. 

The most impressive building of Umammu was the Ziggurat of the moon-god. It 
stands within a court, as does the temple-platform in the oval at Khafaje (Plate 12) aiid 
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was orientated widi its comers to the points of die compass. It measures 190 by 130 feet, 
and is dierefore oblong, and not square, as in later times. Its outer face, which shows a 
batter (Plate 52), is decorated with buttresses. Layers of matting are built into the brick- 
work at intervals to strengthen its cohesion. 

On the north-east side three stairways give access to the first stage. In their angles two 
solid bastions were constructed; they pardy supported a gatehouse built where the three 
stairways met. The central stair continued beyond the gatehouse until it reached die 
summit of the second stage; diis has been calculated at seventeen feet above the top of 
the first. It is generally supposed that there was yet a third stage, but this is uncertain,^^ 
and nothing is known of the temple which stood on top of the Ziggurat, except that 
Nebuchadnezzar seems to have rebuilt it in blue glazed bricks, as he did in his capital, 
Babylon, where Herodotus observed that each of the seven stages liad a different colour, 
the uppermost being blue. 

We have discussed the significance of the Ziggurat above (p. 6). Of the majesty of 
this great ruin, as it lies nowadays in the desert, the air-photographs of plate 52 give some 
slight impression. The scale is indicated by the men standmg on the eastern stairway. 
The large buildings found near the Ziggurat in the sacred enclosure arc not sufficiently 
clear to warrant discussion here.*^ 

We gain some impression of the public buildings of the period at Tell Asmar, ancient 
Eshnunna (Figure 19). They were built on a smaller scale, for Eshnunna was a provincial 
city compared with Ur, the capital of the land. The square building on the right is a 
temple for the worship of Gimilsin (or Shusin) the king of Ur.'® Thus the vassalage of 
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Figure 19. Plan of the Gimilsin Temple and the palace of the rulen of Eshnunna 
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the formerly independent city-states found manifest expression in an official cult. The 
temple is a typical example of a sanctuary at the end of the third millennium B.c. The 
outside is decorated with flat buttresses, but the entrance is emphasized by two towers 
ornamented with stepped recesses (cf. Plate 55). It leads into a lobby or porters* room, 
with stairs, on the right, leading to the roof. Beyond die lobby is a square court, with 
the cella at the far end. The statue of the god stood in a niche, with a pottery drain be- 
fore it to dispose of the Hquids poured in libation (cf. Plate 53). To the left of the cella 
is a vestry or sacristy. The altar was not placed in the cella (as in the Early Dynastic and 
Protolitcrate shrines) but was erected in the court. 

Against the temple, and joining it at an acute angle, stood the palace of the local 
governors. At its extreme western end the Palace Chapel repeats, with a few modifica- 
tions, the plan of the Temple of Gimilsin. It differs in the possession of an antccclla, and 
of a bathroom and other accommodation for resident priests flrom the larger temple, 
but was, like the latter, accessible from the palace as well as from the street. This point 
is of greater importance than has been realized. If the palace entrances are viewed as the 
main entrances, both shrines show the traditional ‘ bent axis approach*, and this view of 
the lay-out is justified since the Gimilsin temple, as seat of the state-cult, no less than the 
palace chapel was an accessory of the rulers* palace. The official processions would use 
the entrances which appear to us as side entrances. Gates towards the street were, how- 
ever, required, since each temple was an important economic luiit, where a great deal of 
business was transacted. In practice the street entrances were much more frequented dian 
those connected with the palace, and so the bent-axis approach was superseded. We shall 
sec that a similar development took place also in temples not connected witli palaces (sec 
p. 54 and plate 55); it explains the fact that in the second and first ntillennium b.c. the 
cella generally lies in the axis of die main entrance, wliich, historically speaking, has 
usurped this function.*^ 

The palace was entered in the angle where it joins the Gimilsin temple. The visitor 
had to pass through two long, narrow guardrooms after leaving the lobby. It was thus 
impossible for enemies of the prince to force an entry by surprise. A path paved with 
baked bricks marked the crossing of the main court and ensured dry passage to visitors 
during the winter. The broad, narrow room facing the court was probably the throne 
room, like the corresponding chamber at Mari. Behind it lay the Great Hall, used per- 
haps for festivities, but probably also, and mainly, as a centre of the admimstration. It was 
surrounded by government offices. The rulers* residential quarters may have been on a 
first floor to wliich stairs found north of the throne room gave access. Or lir resided out- 
side. But on the north side of the square palace courtyard there is a suite, consisting of 
vestibule, ante-chamber, audience chamber, and cabinet, where the ruler (we presume) 
nor mall y transacted business, the throne room being used for ceremonial occasions only. 

The appearance of such a complex can be imagined by analogy with plate 55 > ^ recon- 
struction of the temple at Ishchali. This buildmg post-dates the fall of Ur, and we must 
for a moment describe the sequel of that event. 


p 
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The Isin~Larsa Period 

The last king of the Third Dynasty of Ur was overthrown by a combined attack of 
Elamites from the east and Amorites from the north-west. The invaders settled and 
mixed with the older population, and the traditional Mesopotamian pattern of political 
existence asserted itself as soon as the central power had collapsed, namely, a number of 
independent city-states now existed side by side. This pliase is called the Isin~Larsa Period 
(2025-1763 B.c.) after the two who were rivals for hegemony. Babylon played no im- 
portant part until Hammurabi (1792-1750 b.c.) came to the throne. He succeeded in 
uniting the whole country once more after the defeat of Larsa (1763 B.c.), Eshnunna, 
and Mari. 

But we cannot distinguish the art of Hammurabi’s time or of that of liis successors of 
the First Dynasty of Babylon from that of the Isin-Larsa period, unless die monuments 
are inscribed. 

The temple of Ishchali (Plate 55) was built after the fall of Ur and belonged to the 
independent kingdom of Eshnunna, with its capital at modem Tell Asmar, east of the 
Diyala river, in die neighbourhood of Baghdad. The building was dedicated to a form 
of the Mother Goddess, Ishtar-Kititum. It stood upon a platform, but the main shrine, at 
the western end (at the back, in plate 55), was elevated yet again above this common level 
of the temple. Viewed from the main courtyard the general situation resembles that at 
Khafaje (Plate 12) : to reach the shrine from the court, wliich is surrounded by subsidiary 
buildings, one has to mount a platform and turn sharply to the right to face the deity in 
her sanctuary. But at Ishchali the arcliitectural arrangements are much more complex. 
Instead of a single-chambered shrine there is again a court; and the deity is approached 
through an antecella, as in the palace chapel, on the left in figure 19. We insist on the 
comparison with Khafaje to emphasize the continuity of an architectural development 
which the elaboration of the later plans tends to obscure. In contrast with Khafaje, we 
find that the elevated platform of Ishchali has a gateway leading directly into the street, 
and viewed from this entrance the shrine of Ishtar-Kititum lies in the central axis; but 
the comparison with the temple oval demonstrates that here, as at Tell Asmar (Figure 
19), the street entrance is, historically, an addition to an original scheme with a ‘bent- 
axis' approach. The same applies to tlie second sanctuary, in the north-west comer of 
the building, where a ‘bent-axis’ connected shrine and court, while an entrance leading 
from the street was placed opposite the cella. 

It remains to explain the broad, shallow cella of these temples; for hitherto a long, 
narrow room had been customary (Figures 3, 5, 6, and 10). The broad cella is merely the 
most sacred part of the long room converted into a separate unit. This development 
starts in Early Dynastic times, when an attempt was made to demarcate the position of 
the altar and divine statue and set it apart from the area where worshippers gathered. At 
Assur and elsewhere^ this was done by means of piers. The same method was still used 
at Assur in the time of the Third Dynasty of Ur (Figure 20). Steps led from the fore- 
court into a long room where the statue of the god stood before the short wall at the 
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north end; but the eflfect of the piers is here clearly that of a separation between a broad 
but shallow cella and a long antecella. The next step could be either an adaptation of 
antecella to the shape of the cella or the substitution of an open court for the antecella. 
Both alternatives appear in figure 19 . 1 emphasize these details of Ae plans because far- 
reaching conclusions have been based on differences in temple plans. Distinct ethnic 
groups have been proclaimed the builders of temples which, however different they may 
appear, can no.w be understood as successive stages in a continuous architectural develop- 
ment.** 
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Figure 20. The Assur temple £, Assur 


The temples and palaces were the only buildings with aesthetic pretensions. The cities, 
at this as at all other times, consisted of conglomerations of mud-brick houses, placed 
along narrow, crooked streets and lanes.** The lay-out of the individual houses was mostly 
determined by the shape of the plot of land available to the builder. In earlier times they 
had mostly consisted of a large room, more or less in the centre ot an irregular set of 
smaller rooms. At Ur, during the period we are discussing, the better houses show a 
more spacious plan. In die centre was an open court paved with baked bricks (Figure 21). 
It was surrounded by a single row of rooms, one of which served as entrance lobby and 
the oAer as a stair-well. The stairs led to a wooden balcony round the court and the in- 
dividual rooms of Ac upper floor were entered from this balcony. Exactly similar houses 
are in common use in Baghdad to-day. Sometimes a room was set aside to serve as a 
house chapel; it was distinguished by a mud-brick altar decorated wiA miniature but- 
tresses and recesses.** Small shrines, consisting of one or two rooms, were erected here 
and Acre at Ac comer of a lane or at cross roads. We may well begin our Ascussion of 
the arts of Ac period wiA the statues found in Acse chapels. 

They arc, on Ac whole, clumsy figures, made of gypsum and i^resenting a goddess 
in a flounced robc.*^ But a statuette like that of plate 57 inAcates Ae ideal which Ac 
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majority of craftsmen working for private 
H persons were unable to realize. It represents the 

H goddess Ningal, spouse of the moon-god Nan- 

nar, who was the tutelary deity of Ur, and it 
was dedicated by the High Priestess of the god- 
■ dess who was a daughter of king Ishme-Dagan 
I of Isin. Yet the modelling even of this excellent 

■lil^ figure seems a little hard and insensitive in com* 
parison with similar works of an earlier age 
(Plates 50fi and 545). 

In small shrines reliefs of baked clay could re- 
BllPg J P^c® cult-statuc; but the profile, used ex- 

I K clusively in narrative reliefs, was unsuited to a 

I V plaque representing the deity in the actual rites, 

I H H^||B and reliefs placed o ver the altars of shrines show 

® ■ ■ the gods in full front view, which establishes a 

® ■ relation with all who approach. In plate 56 a 

H ^ example of such a relief is preserved.^ It is 

H IHlHi H in keeping with the sombre mood of Meso- 

I I I I potamian religion that so sinister a figure should 

receive a cult. The goddess is winged, and the 
• 5 10 Mfci m s between knee and talon, arc feathered. She 

f * I VpN is a bringcr of death. Moving soundlessly and at 

, sometimes catch sight of her in the 

N guise of an owl, but her irresistible power, her 
Figure 21. Plm and se^on of a private terrifying nature, is leonine rather than 

^ bird-like. We know of a goddess Lilith whose 

name is rendered in the Authorized Version as * screech owl' (Isaiah xxxiv, 14), and 
who is mentioned in an early fragment of the Gilgamesh Epic as having built her 
house in the middle of a hollow tree, as owls do. In later times she was known as a succu- 
bus who destroyed her lovers, but the existence of the reUcf shows that she represented a 
power susceptible of worship. The symbols which she holds in her hands and displays so 
emphatically seem to be measuring rope, which we discussed in connexion with the 
stele of Umammu (see p. 51). They may indicate the limited span of man’s life or his 
judgement at death. The whole apparition is set on a ledge covered with a scale pattern, 
the conventional rendering of ‘the mountain’. This, as we have seen (p. 6), is in Meso- 
potamia the 'religious landscape’ par excellence, as the reed marsh is of Egypt and the 
mound of Golgotha in Christianity, and therefore the normal setting for the epiphany 
of a god. The relief was coloured, and traces of paint still adhere to it; the body of the 
goddess was red, the feathers of her wings and those of the owls are black and red alter- 
nately, and the manes of the lions black. 

R^efs of diis type, and abo cult statues, were copied on a small scale and were distri- 
buted in large numbers as clay reliefs pressed from moulds. These turn up in temples and 
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also in private houses, and there is no doubt that they were placed on the domestic altar. 
Some of them might be bought by pilgrims or visitors at famous shrines; others were 
obtained at the local temple, and represented the deity under whose special protection 
the family Uved. An example of this popular class of object is plate 58c, which shows 
the Mother Goddess as *Lady of Births* (Nintu).^^ As the sun-god appears with rays 
emanating from his shoulders and Ningizzida with snakes or dragons, so Nintu shows at 
each shoulder a child s head, while two naked embryonic figures appear on either side, 
with the symbol of the goddess above tliem. 

While the majority of these plaques represent deities, there are a number witli subjects 
more or less difficult to explain. Plate 59A, a bitch and puppies, may stand for the Mother 
Goddess in her form as Gula, whose symbol was a dog. But we do not know who was 
the destroyer of the fiery cyclops (Plate 5815), who the harpist (Plate 59B), or the man 
riding a bull (Plate 59c), or any number of other personages represented in these 
plaques. For they were not inscribed; writing being the business of professional scribes, 
inscriptions would have been useless to the average householder. Nor were inscriptions 
needed. But we who do not share the common knowledge of the time are left in the 
dark by these representations. The design of another kind of plaque (Plate 5 8 a) has been 
plausibly explained as tlie face of the monster Humbaba, which was occasionally seen in 
the entrails of a sacrificial animal which were inspected to obtain omens On the plaque 
the face is rendered by a single continuous band, to suggest the entrails, in which the face 
appeared, no doubt, somewhat more equivocally. 

There is no point in showing more examples of this very varied class of popular works, 
since diey arc mostly of indifferent quahty. Figurines of clay were also made,^^ but these 
lack all pretence to art and seem to have been mere tokens for services rendered in the 
temple and charged, as it were, with the merit acquired by the act. The msyority repre- 
sent cither men bringing a kid or lamb for sacrifice, or naked women who had offered 
themselves in the service of the goddess. There is no reason to sec in them representations 
of deities, although these do occasionally occur among the figurines. But tlicy arc 
characterized by the homed crown. The large lions guarding the temple entrances were 
sometimes made of clay (Figure 22) instead of bronze.^ 

Plate 61 B shows a fine rendering in gypsum of the bearer of a victun for sacrifice, from 
Mari. We cannot be sure that it belongs to the Isin-Larsa 
Period; it might be inherited from an earlier age, and the 
tassellcd robe of our figure would suggest this; but the 
shape of the head, die head-dress, and the rendering of 
the beard point to the later age, and I have therefore 
placed it at the beginning of works of sculpture from the 
Isin-Larsa and Hammurabi Periods.^ It emphasizes our 
ignorance of the distinctive marks of these periods; the 
statue of Ningal, too (Plate 57), could not have been dated 
with any precision if it had not been for its insenption. 

The statues of the princes who ruled the various city- Figure 22. Lion from 

states after the fall of Ur arc often inscribed, but their the temple at TcU Harmal 
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sequence is not always known. The elegance and fineness of the figurine of Idu-ilum 
of Mari (Plate 6ic) are contrasted with the larger statues from that site in a way re* 
calling the contrast between plate 49 and plates 46-8. Of the larger statues from Mari, 
that of Puzur-Ishtar (Plate 60) is closest to the statuette. It combines a broad but sensitive 
treatment of the bare parts of the body with an extraordinary elaboration of all those 
details of dress and hair which are capable of ornamental treatment. The pair of horns 
enclosing the round cap reminds one of the pretensions of some of these rulers. At 
Eshnunna, for instance, some wrote their names witli the determinative of divinity, of 
which the horns in our statue are the pictorial equivalent. 

The statue of Ishtup-ilum of Mari (Plate 61 a) shows an almost brutal simplification of 
forms. This is a provincial trait. It recurs in an even more extreme form in north Syria. 
Statues of rulers of Eshnunna are also known.®® They arc coarser than that of Puzur- 
Ishtar and more florid than that of Ishtup-ilum. The folds in the robes arc heavier, the 
muscles more bulging but flaccid, and heavy bead necklaces are added to the costume. 
At Assur the local rulers set up similar statues.®^ They wear a long kilt, not a shawl, and 
the dress is treated summarily, but the muscles of the bare body arc vigorously rendered, 
and the shoulder-blades arc made into striking ornaments of die normally uninteresting 
back view. The best preserved of the four statues wears the necklace of heavy beads, 
which seems to have been characteristic for sculpture of the time of Hammurabi. It ap- 
pears on his own stele (Plate 65) in the statues of rulers of Eshnunna and again in the 
statue of the goddess from Mari (Plate 62). Even as late as the beginning of the Isin- 
Larsa Period the usage of earlier times (Plate 50B) had survived, and necklaces were ren- 
dered by thin horizontal ridges widiout indication of the individual beads. This treat- 
ment was in keeping with the fine, mosdy linear, rendering of all other details in those 
times; in comparison, the forms of the Hammurabi Period appear inflated and flabby. 

The goddess, once again, pours water from a flowing vase. We have met this motif 
often, and shall soon find it applied to Kassite architecture; but the figure from Mari is 
unique in that it actually dispensed water. A channel drilled from the vase to the base, 
and no doubt connected by piping with a tank placed at a higher level in or beliind a 
wall, turned the vessel of the goddess into a true fountain. The vertical wavy lines en- 
graved in her gown do not merely represent folds, but render streaming water, as is 
shown by the fishes engraved alongside. The statue finds parallels, on the one hand, in 
the basin of Gudea (p. 49) and, on the other, in late Assyrian temples at Khorsabad, 
where pairs of male gods holding the vase flanked the entrance of each temple in the 
palace of Sargon. 

If we consider the style of the sculptures discussed so far, their traditional character 
stands out. Allowing for differences in quality, the continuity which links them, through 
the statues of Gudea, with the Akkadian Period is dear. Yet if we compare the statuette 
of Idu-ilum (Plate 6ic) with that of Gudea (Plate 49), one notices, in the figure from 
Mari, a greater emphasis on the rendering of substance; compare the tassels at the edge 
of the shawl - and one may remember that Akkad, Eshnunna, and Mari all lie to the 
north of Sumer proper. 
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Hammurabi op Babylon 

The greatest surviving work of the period, a king’s head in black granite (Plate 63). is 
usually regarded as a portrait of the greatest figure of the age, Hammurabi of Babylon 
(1792-1750 B.C.). This view is attractive and may be correct; we liave no means of 
knowing. The sculptor’s interest in physical substance had led liim to aii almost impres- 
sionistic rendering of the face. The moustache and the short hairs below the lower lip 
are Ughtly scratched in. They form a transition to die more formal rendering of the 
beard. The hair that is just visible under the woollen cap is also rendered conventionally, 
with gentle waves combed sideways from a parting in the middle, like those of the god- 
dess with the flowing vase and of earlier works. The eyebrows meet in the middle, but 
are lighdy cross-hatched, not patterned with herring-bone, as in die past. The eyes with 
the heavy hds differ from those carved in Gudea’s time (t.^\ Plate 50A) in that they are 
not mere rims of even thickness round die eyes, but subtly change, being thicker at the 
outside than in the middle. In fact, die convenrional traits which the sculptor retained 
merely emphasize the greatness of his achievement; they are subsidiary features in a 
whole which has no parallel among extant works. Yet it would be contraiy to all we 
know of ancient Near Eastern art to sec in die granite head an individual portrait in our 
sense. But the rugged, worn, immensely powerful physiognomy certainly embodies a 
conception of the ruler which differs from that expressed in plates 46 to 49 as well as from 
the Akkadian image of kingship (Plates 42-3) ; and diese varying conceptions did corre- 
spond to some extent with actuahty, even though we cannot be sure of the precise nature 
of that correspondence. In any case the comparisons bring into reb'.f tlie novelty of 
method and the mastery of the sculptor of the granite head. 

There are two works in stone and one in bronze purporting to represent Hammurabi.^^ 
The stone ‘portraits’ arc reliefs; one is a small limestone plaque merely showing the 
king’s figure beside an inscription. It was dedicated on liis behalf to the goddess Ashra- 
tum by a provincial governor, and does not call for comment. The odicr relief (Plate 
65) is carved at tlic top of the large irregular stele on which Hammurabi’s famous legal 
code was inscribed. The king stands before the throne of the sun-god, the supreme 
judge; and the conjunction of the two figures, although conforming to the conventional 
scheme of the presentation scene, has here been rendered with x fresh awareness of its 
extraordinary nature.^ It conveys, not only a sense of confrontation, but of communica- 
tion between the lord of justice and the law-giver. Wc remember a plirasc from one of 
the king’s inscriptions : ‘ When Shamash with radiant face had joyfully looked upon me - 
me, his favourite shepherd, Hammurabi’^ and also of that otlicr phrase in the preamble 
of the code of law^, stating tliat he was called ‘to cause justice to prevail in die land, to 
destroy the wicked and the evil, that the strong might not oppress the weak 

The scene shown in our illustration is two feet high. Below it appear the cuneiform 
signs of the code which covers the rest of die boulder wliich is over seven feet tall and 
measures three feet in circumference at die base. The engraving of the signs is very fine, 
but the scene above them is worked in the heavy rounded relief found also on the steles 
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of Umammu (Plate 53). Neither the robes nor the beards of the figures show the fine 
engraving of detail in which earlier periods delighted. 

A bronze statuette shows Hammurabi kneeling, no doubt before the god in whose 
temple it was placed (Plate 64). In a relief on the side of the base the king is shown once 
again in this attitude before a goddess on a throne, but the accompanying inscription 
states that the object was dedicated to die god Amurru for the life of Hammurabi. On 
the other side of the base a ram is depicted in relief, which may be the attribute of either 
god or goddess. In front there is a small basin, either imitating a bowl for water or in- 
tended to hold grains of incense. The face and hands of the king are covered with gold- 
foil. But the most striking feature, here as in the granite head and in plate 63, is the in- 
tense animation of the work. The attitude of genuflexion - just completed, the head 
somewhat withdrawn between the shoulders, the left arm tightly pressed against die 
body, the right hand making the appropriate gesture - all this is of a piece, a single, 
purposeful movement convincingly rendcred.^^ 

Probably somewhat older than the piece just described arc two bronzes found at 
Islichah and representing a pair of four-faced deities. The god (Plate 66) stands with one 
foot on the back of a ram, wliich identifies him as one of diosc embodiments of natural 
vitahty to whom wc have referred more than once; whether he appears here as Amurru 
or in another form we do not know. He holds a scimitar, now damaged, in his right 
hand. His four faces are ncady joined, the beard providing a good transition. The figure 
of his consort^ is inferior, in the same maimer as the goddess of the hoard from Tell 
Asmar is inferior to the god as a work of art (Plate 13). She is seated, and holds the ‘ flow- 
ing vase* with both hands. Her gown is covered witli the vertical wavy lines wc met in 
the statue from Mari (Plate 62). There is no attempt to conceal the crude junctures of her 
four faces, though locks of hair might have been used to advantage for this purpose, and 
this is tile main reason why she lacks the startling plausibility of the god. The head-dress 
of both figures is pccuhar. That of the god, although it resembles a beret, may consist of 
one pair of horns above each face, but one would expect in that case a conical cap of felt. 
The crown of the goddess is in the shape of an altar or temple above a pair of horns, a 
type of head-dress which makes its appearance also on the seals of the period.^^ There are 
no texts which we can refer to these remarkable figures. 

In the period of Isin, Larsa, and Babylon which we arc discussing, a number of fine 
stone vases were made. The stone mastiff of plate 67B was dedicated by king Sumu-ilum of 
Larsa. The fragment illustrated next to it represents a fairly large class of vases cut in soft 
bituminous stone, and decorated with animals. These are subordinated to the purpose of 
ornamentation, but yet retain something of their peculiar character. Ibexes kneeling on 
their forelegs serve as supports to a large tripod or the forepart of a bull or goat forms a 
handle to a dipper.^ The mouflon of plate 67A was repeated three times round the bowl. 
With its head modelled in the roimd, while the body appears in relief along the vase, 
it revives a decorative scheme of great antiquity (Plate 5 a). The proud attitude of the 
animal, and the splendid sweep of its horns make this one of the best examples of this 
type of vase. 

★ 
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There is no reason to doubt that the walls of public buildings were often decorated with 
paintings. It so happens that they have only survived in the ProtoUterate temple of Al 
Uqair, and, again, in the palace of the kings of Mari, wliich Hammurabi destroyed in 
his thirtieth year. The fragments recovered fall into two groups : traditional designs known 
from seals, and narrative scenes with subjects met sometimes on steles but including, 
possibly, original compositions. This last group comprises three types of scene: 

(1) Mythological, and of these one fragment survives.^* It shows a bearded figure, 
full-faced underneath a kind of vault studded with wliite circles, either stars or rain- 
drops; the latter is suggested by a glazed tile from a middle Assyrian palate.'*^ 

(2) War scenes; here, too, only a few fragments of enemy soldiers survive.^ 

(3) Scenes of ojffering (Plate 69). A large figure, dressed in a fringed shawl, appears at 
the head of two registers of subsidiary figures, wearing similar dresses and, in addition, 
the felt caps still used in Syria and northern Iraq. They lead some sacrificial bulls with 
gilded or silvered horn tips and crescent pendants tied roimd their horns. 

The liveliness of these three groups of designs contrasts not a little with the hieratic 
stiffness of die conventional scenes, remarkable only in the fact that they are executed in 
paint. There are two murals of this type, the largest of these measuring over eight feet in 
width and six feet in height. It consists for the larger part of a symmetrical framework of 
trees, monsters, and interceding goddesses, which encloses a small oblong presentation 
scene. It is purely conventional and can be matched on coiuitlcss seals: it can dicreforc 
only represent a traditional, ritual scenc.'*^ The whole design is surrounded by a border of 
running spirals, intruders from the west, and, in particular, from the Aegean.^* It recurs 
in a court and in one of the king’s private rooms, ^ and ahn round his throne-base.^*^ It 
was about seven feet square, and decorated on top with panels inn ar’ng marble, sur- 
rounded by a ruiming spiral. But at this time contact with the west did not influence 
Mespotamian art deeply; this happened only when the upheaval which brought about 
tlie downfall of Hammurabi’s Dynasty had broken dovm the traditional frontiers. 

Glyptic art suffered a decline after the Akkadian Period. The piety which pervades 
the works of Gudea of Lagash and of the Third Dynasty of Ur is reflected in the seals by 
the elimination of all tlie varied subjects evolved in Sargomd times. They show almost 
exclusively the ‘presentation scene’ (Plate 54A; sec p. 50 above) with or without an 
interceding goddess.^ The uniformity destroyed the raison d^ette of seal designs which 
was the impression of an individual distinctive mark; tliis function was taken over by 
the inscription. 

The Isin-Larsa Period brought a loss of refinement without any incrc.' nc in vitality. 
The First Dynasty of Babylon returned to the use of seals distinguished by the design 
rather than the inscription, by combining the whole or parts of presentation scenes 
with a number of secondary motifs, a method which never resulted in unified com- 
positions. Towards the end of the period the number of figures was often reduced and 
the main burden carried once more by the inscription. And thi> arrangement formed the 
basis of Kassite glyptic in subsequent centuries. 
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THE ART OF THE KASSITE DYNASTY 

<CIRCA 16OO-IIOO B.C.> 


The accession to power of the Kassites, a foreign dynasty, represents the culmination of 
two centuries of disturbances. Even before Hammurabi liad succeeded to the throne of 
Babylon (1792 b.c.) hordes of immigrants, irrupting, as so often, out of Central Asia, 
had appeared on tlie fringes of the civilized world. Asia Minor had been invaded, and 
ultimately subjugated, by people of an Indo-European tongue, the liitdtcs. Farther to 
the south, in Syria and Palestine, mixed forces advanced into, and eventually overran. 
Lower Egypt, where their rule is known as that of die Hyksos or Shepherd kings. From 
the Kurdish mountains warriors of uncertain hneage - the Kassites - descended into the 
plain. They attacked Babylon and, although Hammurabi’s successor repelled them (1742 
B.C.), they established themselves in the north.* They extended their power after 1595 
B.C., when a king of the Hittites, Mursilis I, made a sortie from Anatolia and sacked 
Babylon. After this raid he returned to his highlands, and in the vacuum which he left 
the Kassites assumed power. 

In both northern and southern Mesopotamia the authority of the Kassites was chal- 
lenged. In the marshes at the mouth of Tigris and Euphrates a ‘ Sea-land Dynasty’ ruled 
independendy; and in the nordi, in Syria, a band of Indo-European-speaking people - 
Aryans in the strictest sense, who worshipped Mitra, Varuna, and other Indian gods - 
created an independent kingdom, centred on the Khabur river but reaching, in the west, 
almost to the Mediterranean, and in the east as far as Kirkuk. These people - the Mitan- 
nians - thus included in their domain that northern portion of Mesopotamia which was 
later to gain its independence as the realm of the god Assur, Assyria. 

During the ethnic upheavals of the eighteenth century b.c. Assyria, too, received 
immigrants. They were the Hurrians - people who had moved westwards and south- 
wards, in the wake of, or intermingled with, Hittites, Hyksos, and Kassites, and spread 
over northern Mesopotamia into Syria and Palestine. They lacked political talents and 
appear everywhere under foreign leadership, but they formed an important element 
among the subjects of the Mitannians. 

In the history of art these new-comers remain indistinguishable. One cannot speak of 
a Hurrian, Hyksos, or Kassite style. One chiefly notes their power of destruction, a dis- 
ruption of the established forms of Egyptian and Mesopotamian art, followed, after a 
while, by a new combination of the scattered elements. In Mesopotamia the traditional 
themes were enriched by foreign admixture, of Syrian, Aegean, or even Egyptian origin. 
The presence of these derivations is easily explained. The migration had broken down 
frontiers and carried foreign influences through the lands which were overrun. The 
Assyrians in particular became well acquainted with the art of the West, while they were 
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dominated by Ae Mitannians until Ac middle of the fourteenA century b.c. The Kas- 
sites in southern Mesopotamia remained, on the whole, in the Babylon tradition. At Ur 
existing temples were restored and rebuilt, and the same was done elsewhere. At Ac new 
capital, Dur Kurigalzu, which was founded twenty miles to Ae west of what is now 
Baghdad,* a Ziggurat was built within a system of courts surrounded by sing 1 <^ rows of 
chambers and approached by Arce stairways. In all these respects Ae sacred mountain 
resembled that of Ur, but Ac royal palace, which is as yet mcompletely known, shows a 
combination of rooms and courts which seem to differ from Ac usual Mesopotamian 
arrangements. Moreover, it appean to have had one court bordered on ^vo sides, and 
perhaps surrounded, by an ambulatory with square pillars. Colonnades are rare m Meso- 
potamia, but neither Aose m Ae Early Dynastic palace at Kish* nor those of Ac Isin- 
Larsa Period at Mari* suggest cloisters. A corridor in the palace shows a dado, four feet 
high, which portrays a procession of court officials, stiffly and clumsily dra^vn. This motif 



Figure 23. Plan of the temple of Karaindash, Warka 


also scenis new, although the scarcity of the evidence prevents us from affirming that it 
is so. Finally we must describe a temple built at Warka by the Kassite king Karaindash 
(about 1440 B.c.) and dedicated to the Mother Goddess Iixamia (Plate 70A and Figure 23). 
The long cella is entered through a door in the main axis, immediately beyond the en- 
trance; the bastions at the comers arc another unusual feature of the plan. And the eleva- 
tion shows a novel application of an ancient motif: male and female deities bearing the 
‘ flowing vase' are placed in the recesses wliich decorate as usual the outside of the temple. 
They arc part of the architecture, since they arc built up of moulded bricks. The robes of 
the goddesses fall in the vertical wavy lines already found on Gudea s basin, and Uic 
statue from Mari (Plate 62). The male gods arc chthonic beings; the upper part of their 
bodies emerges from * the mountain*, here, as usual, marked by a scale pattern. The water 
which flows from the vases is brought in horizontal streams to the buttresses between the 
figures, and from these wells up and descends in a double stream. It falls, below, on two 
round-topped steles, as it seems; perhaps this design once more indicates the earth. It is 
not certain whether these figures stood all round the building, but the excavator assumed 
this to be so, because of a large number of additional fragments.^ 
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The moulded bricks which form figures in reUef were not known before Kassite times, 
and this innovation was splendidly applied, almost a thousand years later, in the Neo- 
Babylonian temples (Plate 122). But the other features of Kassite architecture which are 
without precedent in southern Mesopotamia point in a general way to the north; and 
it may well be that they reflect usages of the Kassite homeland. The long cella with an 
axial entrance through the narrow wall is customary in Assyria in later times; it may be 
the result of the process described above by which the ‘bent-axis’ approach became 
secondary; it may likewise represent a type of shrine to which the Kassites and the 
nortlicm elements of tlie Assyrian population were accustomed.^ The comer buttresses 
were known in preliistoric times in Eridu to the south as well as in Tepe Gawra to the 
north (Figures 2 and 3) ; we know they were discontinued in the south. Did they survive 
in the north in the periphery of Assyria? And is it an accident that the procession of 
officials painted in the Kassite palace at DurKurigalzu finds its nearest parallel in the palace 
of Sargon of Assyria, at Khorsabad? The cloister of the Kassite palace most closely re- 
sembles those of the Hittite temples of eastern Anatolia (Figures 47 and 48). It may well 
be that such scattered similarities will prove to be without significance; but they arc 
worth listing because we may discover that the art of the Kassite period incorporates 
traits from the semi-barbaric culture of its homeland somewhere to the north and east 
of Mesopotamia. 

The recent excavations of Dur Kurigalzu laid bare a number of small works modelled 
in clay which arc of some merit. Plate 70B shows the head of a man, with a painted mous- 
tache, apparently kept short, and a full beard, a fashion known already in Early Dynastic 
times in Khafajc, Mari, and Assur [e.g. Plate 23). The flesh is painted red; hair and beard 
are black, the eyes are inlaid. The lioness of which we show the head in pbte 70c is more 
precisely modelled and at the same time more vivid. 

Of the stone work of the period, only sculptured boundary stones {kiidurrn) survive. 
The custom of marking the limits of fields by reUefs naming the gods who vouchsafed 
the permanence of the boundary was very old; we have seen the Eannatum boundary 
stone, set up at the hmits of the field which the ruler of Lagash took again from Umma. 
For reasons which we do not know, sculptured boundary stones are exceptionally 
numerous during Kassite times.^ They were cither covered entirely by the emblems of 
the gods invoked to protect the boundary, or they show the image of tlie ruler who has 
made a donation of the fields in question and now guarantees their possession to the 
owner (Plate 71). Even in that case divine emblems recall the sanctity of the covenant; 
conversely, a royal inscription is often to be found on kudurru which depict only divine 
symbols. The stone which we illustrate belongs to the end of the Kassite Period, to the 
reign of Marduk-nadin-akhe (about 1100), shortly before the Assyrians subjugated the 
south of Mesopotamia for good. 
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THE BEGINNINGS OF ASSYRIAN ART 

^CIRCA 1350-1000 B.C.) 


The c^ly history of Assyria is wrapped in obscurity. Early in the ciglitcciith century 
D.c. Shamsi-Adad I had attempted to cstabHsh an independent kingdom in the north and 
had succeeded, for a time, in dominating even Mari.^ But Hammurabi of Babylon re- 
stored the traditional ascendancy of the south over Assyria. It continued for another 400 
years, until, in the turmoil of the Amarna period, Assyria rose above its neighbours and 
the Mesopotamian centre of gravity was shifted. The soutlx was weak under the foreign 
Kassite Dynasty (see p. 62 above). The I littites, advancing into Syria, disrupted the king- 
dom of Mitanni of which Assyria, at least as far cast as Kirkuk, had formed a part (sec 
p. 68 below). And Egypt, the ally of the Mitannian kings, was absorbed by internal 
problems arising out of Akhcnateii’s religious revolution. Able rulers succeeding one 
another at Assur quietly and gradually established the independence of flicir homeland 
during the second lialf of the fourteenth centur}^ b.c. 

Assyrian art was bom at tins time; the little we know of the earlier (Old Assyrian) 
period shows as exclusive a dependence on Babylonia proper as the contemporar/ works 
from Mari. A headless stone statue^ resembles our plate 6ta very closely in style; and 
the cylinder seals of the period arc, for all intents and purposes, part o^the glyptic art of 
Hammurabi’s Dynasty. But in the fourteenth century an art emerged which, for all its 
derivations, possessed an individual character, not only in style but also in subject- 
matter. It depicted secular subjects with an interest in actuahty for which no incident 
seemed too trivial. In religious matters, on the other hand, it displayed a cold formalism, 
which did not allow man to meet the gods face to face but only to perform the estab- 
lished rites before their statues and emblems. In both rc;.pccts Assyrian art was to remain 
true to its beginnings; tlicy rcprc’^cnted, apparently, distinctively Assyrian points of 
view, and their prevalence in the art of the fourteenth ceiiturv b.c. is the more remark- 
able because much in it, of a less essential nature, was derivative. 

A number of decorative motifs and technical processes arc of western origin; they 
represent the legacy of Mitannian rule which had united Assyria with Svna. The tics 
with the south were stronger and more important; the relation between Assyria and 
Babylonia can best be compared with diat of the late Roman republic with Greece. In 
bodi cases cultural dependence was taken for granted, although a difference in oudook 
was acknowledged; and force was required to quell die pobtical vagaries of the older 
nation. 

Babylon remained die cultural centre of western Asia, and Assyrian scribes, and kings 
like Assurbanipal, collected and copied the literary, religious, and scientific texts of the 
south. The cult of the state-god, Assur, had so many features in common with that of 
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Marduk of Babylon, that it is hard to distinguish the two.^ Moreover, Assur, like Mar- 
duk, was apparently a specialized form of the personification of natural life worshipped 
throughout the country from the earliest times onward. Such a god is represented in a 
gypsum relief (Plate 72) which was found m a well in the temple of Assur at Assur. The 
frontal composition shows that it served in the cult (cf. Plate 56 and p. 56). Every cle- 
ment of the design is known from earlier times. The lower part of the body of the god, 
as well as his cap, shows the scale pattern by which *the mountain’ is traditionally ren- 
dered; it could not be expressed more clearly that the divinity is immanent in the earth. 
Plants spring from his hips and hands, and goats (representing animal life) feed on the 
plants. A similar design occurs on a cylinder of the Protoliteratc Period,^ and figure 17B 
shows an Akkadian version of the theme. Two subsidiary deities carry the * flowing ' vase 
(cf. Plates 45D, 62, and Figure 18). The relief indicates, therefore, that there was no break 
in continuity between the art of Assyria and the art of Babylonia and Sumer. 

But it is different in the case of the altar of Tukulti-Ninurta I (r. 1250-1210 b.c.) (Plate 
73 b). The relief on the front shows a rite performed before the very object which it 
decorates. The king bearing a sceptre is first shown as he approaches, then as he kneels 
before the altar, carved witli the emblem of the god Niisku. The almost intimate meet- 
ing between king and god which was depicted on steles from the time of Gudea down 
to that of Hammurabi is not considered possible in Assyria. In both art and literature the 
gods appear withdrawn from the world of men, and we do not know whether this re- 
flects a profounder awareness of the transcendence of divinity, or whether, on the con- 
trary, the prominence of the emblems indicates an approach to fetishism. However that 
may be, the directness and vividness of the earlier scenes are no longer found. If the god is 
seen in a cult scene, he appears as a statue standing on a base (Figure 24B), but in mytho- 
logical scenes (for instance, when destroying monsters) the base is absent. In former 
times this distinction between the god and his statue had never been made. 

The distance between god and men is impressively rendered on a scene of the so-called 
'broken obelisk’ set up by one of the successors of Tiglathpilesar I (c. 11 10 b.c.) (Plate 
73 a). While vassals pay homage to the king, two hands emerge from a cloud above; one 
holds a bow, and this probably identifies the god as Assur; the other hand makes a ges- 
ture expressing divine approval of the king’s glorification. On either side of the cloud 
appear the symbols of other deities. 

In a glazed slab - part of the revetment of a wall - the same idea is expressed. The god 
actively supports king and people but remains in his own inaccessible sphere. Above the 
royal chariot Assur appears in the flaming disk of the sun drawing his bow against the 
enemies of Assyria.^ Even here it is not forgotten that Assur is a power of nature; the 
clouds charged with heavy drops of rain which cluster along the upper edge of the de- 
sign represent a blessing brought by the god. The appearance of Assur, with wings and 
a feathered tail (cf. Plate 84) is curious; it is generally explained as a derivation from 
Egypt,^ where Horus, the god incarnate in Pharaoh and manifest in the falcon, was re- 
presented as a sun disk between (originally: supported by) two ''vings. The winged sun 
disk appears in Syrian cylinders of about the middle of the second millennium» in its 
original meaning, the wings rendering the sky supporting the sun; and this design is in- 
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corporated in the ‘acdicula’ in which the Hittite kings wrote their names (Plate 130B). 
The immense prestige of Egyptian kingslup supplied a pattern which the rulers of 
western Asia followed in so far as the national conceptions of royalty allowed it, and 
Assur was pre-eminently the protector of the king and country of Assyria, and could be 
regarded by Asiatics on whom the dogmatic precision of Egyptian theology was lost 
as an ’equivalent of Horus. But it is also possible to conceive that the god derived Iiis 
peculiar appearance from an age-old native tradition ; perhaps the two factors worked 
together in die shaping of Assyrian iconography. We have met the lion-headed eagle 
Imdugud (Plate 27A; Figures 13 and 16) as a personification of the storm clouds which 
bring rain, and, therefore, as an aspect or manifestation of such gods as Ningirsu, who 
were also leaders in war. Assur can be considered the Assyrian form of the Sumerian 
divinity, worshipped under many names from the oldest times. And the view tliat the 
feathered body of Assur replaced Imdugud becomes even more probable, if we observe 
that Imdugud is not found on Assyrian monuments, and yet was known in the first 
milleimium, as an ornament on bronzes from Luristan (p. 212 and Figure 107 below). 
Once again the complex origins of Assyrian art present a problem which cannot as yet 
be solved. 

The few surviving works from the reign of Tukulti-Ninurta I illustrate the distinctive 
Assyrian attitude, not only in reUgioiis but also in secular art. Scenes of warfare included 
a leisurely procession of chariots in wliich the king does not dominate the scene but ap- 
pears with his soldiers among all the details of an actual campaign. This is a common 
subject. An altar a companion piece to plate 73 b, shows the king between two 
figures holding the sun symbol; and on its base (where the altar of rhe plate has an in- 
scription) it shows the Assyrian chariotry advancing through mountahioiis country. The 
same subject appears on a glazed orthostat, and on a panel built up from polychrome 
glazed bricks,® all from the palace of Tukulti-Ninurta I. This technique was used at 
Babylon to great effect in later times (Plates 122 and i88b) but it was first developed in 
Assyria on the basis of technical knowledge derived from the west. Glazing of beads and 
small objects had been practised throughout the Near East from the fourth millennium 
B.C., but with greater sldll in Egypt than elsewhere, especially during the Middle King- 
dom (about 2000 B.C.). When, at rhe time of the Hyksos invasion and die related popu- 
lar movements, the established frontiers were ruptured, the practice of decorating large 
objects with multicoloured glazes spread to Crete, Rhodes, Cyprus, Syria, and Assyria. 
In Part Two of this volume we shall discuss the effect of this diffusion of a new tcchmque 
in the peripheral regions; it is peculiar to the Assyrians that they applied it ro architec- 
tural decoration. Certain themes, too, spread through the various countries of the Near 
East during, or immediately after, the great invasions of the eighteenth century b.c. 
Two of these became standard motifs of Assyrian art; they made their first appearance 
in the mural paintings (Plate 74) with which Tukulti-Ninurta 1 decorated the palace in 
the residential city, Kar Tukulti-Ninurta, which he built two milc^ upstream from Assur 
They also occur on royal seals of the fourteenth and thirteenth centuries (Figure 24c). 
One of these motifs is an elaborate and highly artificial ‘sacred tree the other is the 
crested griflSn.^^ Both were unknown in Mesopotamia before the north had endured 
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Mitannian rule ; they are found throughout the kingdom of Mitanni. A variant of the 
griffin, the griffin-demon, has a similar distribution. The griffins often appear in associa- 
tion with die ‘sacred tree’, and continued to do so in late Assyrian times (Plate 90). 

The of trees and plants, or rather the belief that divinity was manifest in the 

vegetable kindom, was, as we have seen, one of the oldest tenets of Mesopotamian reli- 
gion. It is merely the form in whicli the belief finds expression that has changed by the 
fifteenth century b.c. On monuments of an earlier date the trees and plants appear with 
some degree of verisimilitude, and it is only possible for us to decide whfedier they are 
intended to represent natural or symbolical objects when the context in which they 
appear is unequivocal. But in Assyria a corresponding symbolism finds expression in the 
purely artifici^ designs of figures 24c and 41 which, at a first glance, might appear to be 
used as pure decoration. Now there are sufficient instances of the performance of ritual 
acts in connexion with the artificial ‘sacred tree’ to exclude ornamental preoccupations 
as its source. We know, moreover, that a bare tree-trunk, round which metal bands. 





c 


Figure 24. Middle Assyrian seal impressions 


called ‘yokes’, were fastened and to which fillets were attached,** was used in the New 
Year’s Festival in Assyria, in contrast with the usage of the south. In Syria, too, a ‘be- 
decked maypole* was an object of worship, and on one Syrian cylinder seal the head of 
the deity dwelling in the object emerges at the top.** The prominence of the ‘sacred 
tree’ in Assyria (Figure 41) is yet another instance of the tendency to represent gods by 
their symbols; the relief of plate 72 uses the more direct language of the immemorial 
southern tradition. 

In architecture the only demonstrable influence from the west and nordi consists of a 
technical imiovation. As we shall presendy see, stone slabs put on edge were used as a 
revetment of the lower parts of walls in palaces and other secular buildings. But in plan- 
ning, and in temple architecture as a whole, Assyria followed the usages of the south, 
though with certain modifications of the Babylonian norms which probably represent 
Assyrian innovations. 

The ancient sanctuary of Ishtar at Assur, which goes back at least to early Dynastic 
times, was rebuilt by Tukuld-Ninurta I according to the old scheme, with a subsidiary 
shrine added (Figures 25 and26). The statue ofthe goddess was, as of old, placed at one of 
the ends; but it was elevated higher dian had been usual eidier in the south, or in earlier 
times at Assur. It stood in an alcove which was almost a separate room, at die top of a 
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Figure 25. Plan of the Ishtar temple of Tukulti-Ninurta I 

flight of steps. This arrangement is characteristic of Assyrian temples Figure 27). 
In the south, as we have seen, the statue of the god stood, at first, upon a block of 
masonry which served as an altar, before a niche; sometimes a few steps led up to it. In 
the time of the Third Dynasty of Ur, when larger statues seem to have come into use, 
diesc were placed in a niche, again reached by a few shallow steps. The Assyrian arrange- 
ment with its alcove high above the level of the temple piopcr differs greatly in its 
general effect from that of the south. It represents, perhaps, in the language of architec- 
ture that same awareness of the distance between gods and men which distinguishes the 
Assyrian rendering of religious subjects in art. 

It is likely that, from this point of view, the Ziggurat had a spe. ial appeal for the 
Assyrians, since it rose so high above the world of man. It was. in fact, attached to a num- 
ber of Assyrian temples, with a revealing modification of the southern plan: the three 
open stairways giving easy access to the tower from the court arc superseded by a more 
difficult mode of approach.*^ Often we arc left in doubt as to its precise nature, and the 



Figure 26. Reconstructioii of the Ishtar temple of Tukulti-Ninurta I 
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Figure 27. Assur temple of Tukuld-Ninurta I 


Ziggurats then appear altogether inaccessible, but this is no doubt due to their bad state 
of preservation. Nevertheless, vre can be certain that such great stairways as, for ex- 
ample, at Ur (Plate 52) would have left traces if they had been used. We seem actually 
to have evidence of an arrangement which might easily become incomprehensible when 
a temple fell into decay: the Assur temple at Kar Tukulti Ninurta (Figure 27) was built 
up against the Ziggurat, as had been the case at Mari.^* The Assur shrine had two en- 
trances, like the temple of Ishchali (Plate 55), and in both cases one entrance provides a 
straight and the other a bent axis approach to the cella.** We have discussed already the 
origin of this arrangement (p. 54) ; we may now add that it was adopted in the north 
and south at about the same time.^^ 

The broad, shallow cella with its podium lies in front of a recess which is deeper than 
the southern niches and is cut into the body of the Ziggurat, as if to emphasize that the 
god, in his epiphany, came forth from the mountain (cf. Plate 72). The Ziggurat is 
square (over ninety feet at the base) and has no stair or ramp leading up to it. But in 
front of its south-western face lies a building which could very well accommodate a 
staircase. It has been supposed, and I think rightly, that the roof of this gate house 
might be connected by a bridge with the top of the first stage of the Ziggurat.** 

The great Ziggurat of Assur, in the city of Assur, seems also to have been accessible by 
means other than stairs or ramps. It stood alone in an enclosure, like the Ziggurats of 
Ur and Erech, while the temple was a separate building. In figure 28 the comer of 
this temple appears on the extreme right. Then follows the Assur Ziggurat, next the 
Old Palace, the centre of the administration. To the left of this is a public square {Turbos 
Nishe, Square of die Foreign Peoples), with on the far side the double temple of Anu 
and Adad (Heaven and Storm) with two Ziggurats presumably accessible from the 
temple roof, and on the near side the double temple of Sin and Shamash (Moon and 
Sun). The very large building on the extreme left is the New Palace, with die temple of 
the god Nabu on the near side of the street running past it. 

Most of these buildings were destroyed to such an extent that only foundations 
survive. It is, therefore, impossible to discuss them in detail. But die variety in their 


70 


THE BEGINNINGS OF ASSYRIAN ART 


planning is, nevertheless, revealing. While the Assur Ziggurat stood alone, and the Sin- 
Shamash temple and the Nabu temple were without towers, the Anu-Adad temple con- 
sisted of two identical shrines, placed side by side between two square Ziggurats. In all 
these temples there was a narrow, deep cella opening from a broad, shallow room, as 
we find later in Khorsabad (Figure 30). In the Sin-Shamash temple the two shrines 
faced one another across an intervening square court; in the Anu-Adad temple they 
were placed side by side, separated by a narrow passage. It is clear that many experiments 
in the combination of architectural units were made during this time, and it is, therefore, 
all the more likely that the differences between Assyrian and Babylonian architecture 
are due to intentional innovations on the part of the Assyrians. 

We know nothing of the elevations of these Ziggurats, except that contemporary seal 
engravings show four or five stages decorated with recesses.*® The temples, too, were 
depicted on seals. In figure 24B, we sec two towers flanking the entrance which shows 
an altar placed inside; it is shaped like that of our plate 73 b. The figure of a dog which it 
supports in figure 24B may be the emblem of the goddess Gula, a form of the Mother 
Goddess. The temple shown in figure 32A was probably dedicated to £a, since his em- 
blem, the goatfish, surviving as our Capricorn, flanks the entrance. We cannot say, of 
course, whether it was carved in stone or cast in bronze or rendered in glazed bricks, but 
the designs arc valuable sources of our knowledge of Middle Assyrian architecture: they 
prove that crenellations crowned die walls and towers, which were decorated with the 
usual recesses. Once more the perennial preoccupation with drought is betrayed; above 
the shrine clouds arc seen from which rain descends on either side. 

I have described the scanty remains of the Middle Assyrian Period in some detail, be- 
cause it was an epoch of artistic energy upon which the subsequent development was 
founded. All the distinctive features of Ass^nian art were given shape in the last centuries 
of the second millennium b.c. But the only monuments which adequately reveal the 



Figure a8. The northern part of die dty of Assur, reconstructed by Walter Ardrae 
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astonishing vitality and power of the period are the seal designs. One must remember 
not only the dull mediocrity of glyptic art in the Kassite south, but also the impoverish- 
ment, in both subject-matter and design, which had followed the great Akkadian Age 
to appreciate the achievements of the Middle Assyrian seal-cutters (Plates 75-6). Once 
again the challenge that each seal must show an individual design was accepted with 
alacrity. The makeshifts of the Hammurabi Period, which diiferentiated the seals by the 
elaboration of inscriptions (a method adhered to also in Kassite times), or by the dull 
juxtaposition of unconnected motifs, were abandoned. A wealth of new subjects made 
their appearance, engraved in the grand manner, and spaciously composed. Some of 
them seem to be straightforward renderings of natural scenes, vivid and beautifully exe- 
cuted. A deer moves cautiously between trees a ewe suckles its lamb.^ Such subjects 
- a stag, a tree, a mountain, and a plant in plate 76A - sometimes form the continuous 
frieze so dear to the designers of the Early Dynastic Period. It is characteristic that this 
scheme of composition, so eminently suitable for a design impressed by an engraved 
cylinder, becomes once more popular (Plates 75 and 76). 

But it is possible that we misinterpret die combination of stag and mountain if we see 
in it a mere nature scene. The fact that vegetation is caused to sprout from the mountain- 
side recalls the relief of plate 72, and we may well have here an allusion to the earth as 
the depository of the divine vitality which pervades nature; the seal would then be a 
rendering of a theme which was at least 2,000 yean old (Plate 8 a). Religious overtones 
are unmistakable in the next seal (Plate yds). The bulls and the triple tree in the centre 
are drawn as vividly as die stag in its setting; but the bulls are flanked by the artificial 
'sacred tree’. It is possible to assert that it was used here as a space-fdler, but the meaning 
of most of the new designs escapes us. The theme of conflict reappears with all the fierce- 
ness which characterizes the renderings of the Akkadian Period; but on the Middle 
Assyrian seals it was less often subjected to a heraldic arrangement and never used to sup- 
port an inscribed panel. Inscriptions are added occasionally, in horizontal lines above or 
between the figures. The Utter are spaced with the freedom of mastery. Notice the dar- 
ing and elegance of plate 76c, where a lion centaur destroys a puny lion. Compare the 
power of the lion in plate 75B, where it attacks a naked hunter, who recalls black-figured 
Attic vases, but here Uces the strangest gathering of game. Or see the noble Pegasus de- 
fending a wingless foal against a Uon bristling with rage (Plate 75A). More purely linear 
designs, producing the e^ect of embroideries, are also known (Plate 760). We cannot 
identify the winged demon who holds the antelope, nor that other one (Plate 75c) who 
persecutes an indignant ostrich. 

The aflinities of these seals with those of the Akkadian Period are unmistakable, but 
this may well be due to a similar outlook rather than to tradition. For one thmg, the 
mythological subjects which fascinated the Akkadian artists (Plate 45B) were not re- 
vived in Middle Assyrian times. Beyond fights with animals uid monsters, in which the 
gods cannot be identified and of which, in any case, the religious import is a matter of 
surmise, no acts of the gods are depicted. Men pray or offer incense or libations before a 
divine statue^ (Figure 24B) or a ^ine or a Ziggurat.** Ritual alone represents religion 
on the Middle Assyrian seals. 
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CHAPTER 7 

THE LATE ASSYRIAN PERIOD 

^CIRCA 1000-612 B.C.^ 

The history of the Assyrian empire is dominated by the perennial problem of Meso- 
potamian sutecraft; how could a suble polity be established in a country without natural 
hoimdaries and exposed to the depredations of barbarians based on impregnable moun- 
tain fortresses? Year after year the Assyrian armies marched east, then north, then west 
in a scythe-like sweep which aimed at assuring the safety of the homeland. The theme of 
war chariots with their teams painfully toiling over mountain ranges occurs in the art of 
almost every reign. It seemed always necessary to push on .1 little farther to destroy the 
next - perhaps the last - centre of rebellion; after Kurdistan, Armenia; after Syria, 
Palestine; and finally the Sinai desert was crossed and Egypt invaded. Esarhaddon de- 
stroyed Memphis in 671 b.c. 

The palaces of the kings were decorated with long friezes of paintings or reliefi in 
which the interminable campaigns were recorded. They are not summarized, or sym- 
bolized as in Egypt, but shown in all the multifarious det.ul of their actuality, mono- 
tonous when viewed from a distance but full of varying incidents when Hved through 
day after day. It is the experience of the soldier which the reliefs and paintings tclate. 

Architecture 

The palaces themselves of which these pictorial epics constitute the grim glory are, with 
one exception, very inadequately known. There would be no point in discussing here 
the ruins of Nineveh or Nimrud. But Sargon U’s palace at Khorsabad has been system- 
atically investigated ‘ and it may serve as an example of the rest. It was built towards the 
end of the second of the three great periods into which we may divide late Assyrian art. 
All of them coincide with reigns in which the government was strong and active, so that 
the mountaineers were kept at bay, Babylon held in subjection, and the trade routes 
protected. The first of these periods comprises the reigns of Assumasirpal n and his son 
Shalmaneser III (883-824B.C.). The second period falls in the later half of die eighth cen- 
tury B.c. and covers the three reigns of Tiglathpilcsar IB, Shalmaneser V, and Sargon II 
(742—705 B.C.); the diird falls in the reign of Sennacherib (705-681 b.c.) and of Assur- 
banipal (66$>-626 b.c.). 

The capital of the country shifted during this long passage of time. Assumasirpal U 
built Nimrud (Caleh); Sargon B Dur Sharrukin (Khorsabad); his successon resided 
again at Nineveh. Provincial palaces are known in Syria at Til Barsip (Tdl Ahmar) and 
Kliidatu (Arslan Tash). They date probably firom the reign of Tiglathpilesar IB. 

Sargon B (bunded his residential city a litde to the north-east of Nineveh. It was dedi- 
cated in 706 B.C., shordy before the king’s death, and it was deserted under his successor. 
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Only the most important public buildings had been finished, and the private houses, not 
protected by superimposed debris, have been destroyed by the plough whidi has passed 
over them for two and a half millennia. 

The city (Figure 29) covers almost a square mile. Two gates are set on either side, ex- 
cept in the north-west, where one gate is replaced by a bastion built out on both fiices 



Figure 29. Plan of Khonabad 

of the town wall. It served as a platform for the royal palace. At the southern end of die 
town a similar fortress protected the entrance through gate 5, the most important one, 
since die traffic to Nineveh and the south passed through it. It has been thought dut the 
building (F) served as a palace for the Crown Prince, who fulfilled certain well-defined 
functions in die administration of the kingdom; but there is no evidence regarding its 
occupant. 

Near the royal palace a number of official buildings was grouped widiin the enclosing 
wall of a citadel. Plate 78 shows a reconstructed view as it would have appeared from 
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the top of the Ziggurat in the royal palace. The inner area of the town must be left a 
blank, since we know nothing of the street plan; some houses near gates 4, 5, and 6, and 
near building F, have been drawn in. 



Figure 30. Plan of Sargon’s palace, Kliorsabad 


It is clear that the planners aimed at regularity, and the frequent deviation from the 
right angle is due to imperfect methods of surveying. It is, for instance, characteristic of 
their love of symmetry that each side of the square should have two gates, for the lie of 
the land does not permit an equal flow of traffic in all directions. Gate 2 faces the ridge 
of jebd Maklub, which can only be crossed farther to the north-west, beyond the road 
passing through gate i. Traffic leaving by gates 3 and 4 would have to join the main 
road to Nineveh (which passed through gate 5) for any point south of the Capital. But a 
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Figure 31. Main entrance 


regular plan, an abstract symmetry, was apparently aimed at. The siting of the buildings 
•within Ae Citadel docs not suggest this, but here two reasons combine to cause con- 
fusion, the imperfect setting out of the enclosure wall and platform, and the em- 
pirical procedure emplo'yed in the construction of large buildings. In a country where 
paper, or even papyrus, was unkno'wn, diere could not be measured dra'wings; the few 
surviving sketch plans on clay tablets are so much abbreviated as to be barely compre- 
hensible to us. But we know that large buildings were composed by joining a number 
of traditional luiits. One of these is the group: Square Court, Throne Room, and Great 
Hall found in the palace of Eshnunna (Kgure 19). It recurs at Mari and, somewhat modi- 
fied, in the Assyrian palaces and the buildings within the Citadel.^ It would seem that, 
once a site had been allotted, the plan was worked out, to some extent, on the spot. 
Building M, for instance, has a regular oblong nucleus of rooms spaced round two rect- 
angular courts. But since it stood askew to the city wall, and also to the Nabu temple on 
its farfhw side, the regular central portion received two irregular wings on either side. It 
is possible that the orientation of the Nabu temple, which is out of alignment with every 
other feature of the Citadel, was dictated by religiotu considerations; there are some in- 
dications that the planet or constellation which was one of die manifestations of each 
deity was sighted in some connexion -with the founding of the temple, but the exact 
rules have not been recovered, and can hardly be reconstructed where the surveying 
methods were so inexact. And it is quite possible that the original intention had been to 
make a straight street from gate A to the square in front of the palace, but that a mis- 
calculation in the placing of gate A, or of the comer of the platform (since it deviated so 
much &om the right angle) , may have initiated a series of makeshifts of which the present 
plan is the outcome. Hsewhere irregularities may be explained as a result of property 
rights of buildings standing at the time construction was started, but at Khorsabad the 
bidlders had free play; for the city was erected where none had stood before, and their 
achievements allow us, therefore, to draw conclusions about procedure which are ex- 
ceptionally illuminating. 

The city gates and the gates of the Citadel were designed on the same plan, with two 

76 





THE LATE ASSYRIAN PERIOD 



to Saigon's throne room 


towers flanking the entrance, and two transverse guardrooms where ingress could be 
opposed by force and where, in peacetime, pohcc and customs officers were stationed. 
The actual passage through the gate was lined with gypsum slabs placed on edge and 
supported by a plinth. These protected the walls for five or six feet against damage by 
carts and other traffic and also presented difficulties for enemy sappers ui times of siege. 
They appear clearly in plate 77B, a photograph taken when the inner gateway was still 
filled with fallen debris. It appears beyond the sculptured slabs of the outer portal; and 
within the debris the white plaster lining the inner surface on both sides of the second 
gate appean clearly; even the curve of its vault is indicated by a line of white plaster, 
appearing in the shadow on the right. Below these plastered surfaces sees the ortho- 
stats on dieir plinths. Such orthostats were unknown in the south (where stone had to 
be imported), but they were used in Hittite buildings at Boghazkeuy and elsewhere in 
the fourteenth century b.c.,® and in north Syrian buildings of the same or an even later 
date, at Alalakh (Tell Atchana). At Boghazkeuy the jambs of the outer gateway 
were sometimes carved with guardian figures such as lions or sphinxes (Plate 128). In 
Assyria this was also done, and it is therefore most probable that Assyria followed a Syro- 
Anatolian example in the use of stone orthostats. But she surpassed the inventors in the 
application of th e ir method. The decorated orthostats at the outer entrance to the Citadel 

are thirteen feet high and fourteen feet long. 

The winged human-headed bulls (Lamassu) are known to be genii protecting the 
palace. One of them is figured in a relief showing how timber felled in the mountains 
and intended for the palace is transported by sea; here the Lamassu appears among ships 
and waves to guard the transport.^ At the gate their power was relied upon to prevent 
the entry of evil forces. A second genius, holding a sprinkler and a metal vessel with holy 
water, supports the Lamassu (Plate 83). At the palace entrance Lamassu appeared again, 
and the ways into the throne room were guarded by a concentration of figures which 
produced an overwhelming impression of power (Rgure 31)* 

The Citadel gate led into a street which passed between the Nabu temple and building 
M; next it passed underneath a stone viaduct which connected Sargon s palace with the 
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Nabu temple so that the king, when visiting the shrine, need not descend into the great 
opoi square at the end of the street we have been following. This square, like the * Square 
of the Foreign Peoples’ at Assur (Figure 28), was in many ways the heart of the dty. 
Here the populace gathered on important occasions; firom here religious processions and 
military expeditions set fordi. Here the people could find a last refine if the town should 
be invaded. The broad ramp leading from the square to the palace enabled war-chariots 
to reach the city’s fortifications and to proceed over it to any point where an enemy 
might succeed in scaling them. 

The palace (Figure 30) ’ resembles in general plan those of other kings which are only 
partially known. The triple entrance, at the top of the ramp, was again guarded by 
demons and genii and led into a large court (xv), each side of which measured 300 feet. 
On die right were offices and service quarters, on the left three large and three smaller 
temples, planned on the same lines, but on a smaller scale than the Nabu temple, which 
we shall presently discuss. Behind this great court, but accessible through a single pas- 
sive only (vn), were the king’s residential apartments. The state rooms were beyond it, 
grouped round a small square court (vi) with the great Throne Room on the right 
(vn). Foreign embassies and other groups or individuals received in audience would 
approach through the large court (vm) and pass between the demonic guardians 
(Figure 31) into the royal presence. The walls surrounding the court were revetted with 
stone orthostats showing the king and his courtiers over life size (Plate 96). It is clear that 
diey achieved an impression which was thorouglily calculated. The Assyrian kings had 
aimed for generations at striking terror into neighbouring people, or subjects inclined 
to rebellion, by a ruthless cruelty which, they hoped, would ultimately establish peace. 
It was in keeping with their policy that petitioners, ambassadors, or vassals, awaiting 
an audience, should end their passage through a splendid structure before these long 
rows of images. By their size, their impassivity, their exclusive orienution towards the 
sovereign, the reliefi could not fail to make the visitor aware of the king’s immense 
power and his own impotence. Once admitted through one of the three doors, the 
petitioner stood in the brilliantly painted hall (Plate 95; Figure 37), with the throne 
before a ht^e monolithic orthostat built into the narrow wall on the left. The throne 
base was likewise of stone, carved with a relief showing Sargon standing in his war 
chariot above the bodies of the slain while soldiers pile up pyramids of heads before him. 

* 

Since the ritual duties of the king of Assyria exceeded those of any of his predeces- 
sors,* and his function as mediator between society and the gods was most exacting, it 
was convenient (if nothing else) that temples should form part of the palace complex. 
The Ziggurat which stood behind these shrines may have served all six of them; there is 
no reason for us to connect it with one rather than another. It showed, when di^overed 
100 years ago, a character entirely different from that of the temple towers of southern 
Mesopotamia. There were actually three stages, and part of the fourth was preserved 
(Figure 32). Bach of ffiem was eighteen feet high and decorated with recesses; each was 
painted a different colour: the lowest white, the next black, the third red, and the fourffi 
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white. Perhaps this was bleached blue, for the succession of colours of the three lowest 
stages correspond with Herodotus’ report on the tower of Babylon, where the fourth 
stage was blue. Whether there were seven stages at Khorsabad, as there were at Babylon, 
we have no means of knowing. If this was so, the uppermost stage would have measured 
only fifty feet across, and the shrine would have been a small one. In favour of the 
assumption of seven stages is the fact that they would give the tower a height equal to 
the length of die base (143 feet), and this was, according to Strabo, the case in Babylon. 
But the distinctive feature of the Ziggurat of Sargon is the connexion between the 
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Figure 32 . Reconstruction of 21iggurat of Khoi^abad 


stages : a continuous ramp winds round the core of the building from the base to the 
summit. It was about six feet wide and edged with a crenellated parapet. There were 
not, then, properly speaking, stages, as at Ur, but vertical faces on each skIc separ.''ting 
successive turns of the ramp. 

The temple of Nabu (Plate 78. centre; Plate 79. left) repeats the plan of die p^ce 
temples on a grand scale. The whole is placed on a terrace, ten to twenty feet high above 
the sloping ground, and entirely paved with baked bricks set in bitumen. Its outer fiice 
was decorated with buttresses and recesses built in mud-brick and white-waAed. Large 
ornamental cUy nails with glazed heads were inserted in a horizontal row.’ A ramp 
to the front gate which was set back between two towers decorated with plwtcrcd h^- 
columns of mud-brick. A similar gate led from the forecourt to the second court, but 
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this was furthex embellished by pedestals on eidier side, which bore a revetment of 
multi-coloured glazed bricks (Figure 33). Similar pedestals were found in (he palace 
temples. They supported cedar masts overlaid with bronze bands embossed with reli- 
gious emblems, like the bull-man and the fish-man.* Their upward termination cannot 
be reconstructed. The meaning of the n^ts, of the engraved figures, and also of the 
figures in glazed bricks is a matter of surmise. The latter, being placed side by side with- 
out any connexion between them, may rdj^liesent constellations, but they are not distinc- 
tive of Nabu, since they recur identically before the entrance of the three larger temples 
of the palace. 

Another large builcSIg at Khorsabad, palace F (Figure 34), is incompletely known, 
but it contains a feature not encountered in the royal palace. In the left-hand part of 
figure 34 we sec a pillared portico which leads to a passage and so connects one of the 
main courts with the terrace. The stone bases of the portico columns (Figure 35)* re- 
semble closely those used in north Syrian architecture, and Sargon actually refers to 
‘a portico patterned after a Hittite palace, which they call a bit hilani in the Amorite 
tongue, I built in front of their (i.e. the palaces’) gates. Eight lions, in pairs, weighing 
4,610 talents, of shining bronze . . . four cedar columns, exceedingly high ... I placed on 
top of the lion colossi and set them up as posts to support their entrances’.** 

In elucidation of this text it must be recalled that the Assyrians designated as ‘ Hittites’ 
the population of north Syria (hence the ’Amorite tongue’), and double lion bases for 
columns were common in Syria in Sargon’s time (Plates 155-6).“ But the Assyrian 
uses bit hilani as the name of an entrance building, a portico ’built in front of their 
gates’. It was only this part of the north Syrian plan which was taken over.“ At Nine- 
veh, too, a portico with two columns was found, and it gave, as at Khorsabad, access to 
a passage; “ it was a gate house, not, as in north Syria, a self-contained building. Even in 
Syria, at Arslan Tash, the Assyrian architects used a pillared portico merely to connect 
two courts.” 

In the palace of Arslan Tash the arrangement of the private apartments is exception- 
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ally clear (Figure ^ 6 ). The mam room of the suite is No. 7. It has stone rails for a mov- 
able hearth The inner room (6) is connected with a bedroom (5) and a bathroom (4). 
Another, smaller, bedroom suite with bath (Nos. i, 2, 3) is connected with the main 
room. The recess (8) of the court would accommodate the bodyguard. 

Before leaving the subject of Assyrian architecture a word must be said about the 
private houses. As far as they are known, they differ from those built at Ur during the 
Isin— Larsa Period (Figure 22), which were ctotred round a square court and resemble 
the houses of that and earlier epochs found elsewhere, for instance at Tell Asmar, in pos- 
sessing a central oblong room or court. In a history of art they do not call for rnmtnwir , 

Sculpture in the Round 

Assyrian sculpture in the round is, as far as it is known, insignificant. We have a few 
uncouth statues of deities standing with folded hands;” they represent, probably, 
secondary figures, like those holding a flowing vase in the temples of Khoisabad. Some 
royal sutues of the ninth century b.c. arc known; and of these the figure of Assur- 
nasirpal II (Plate 82), forty inches high, is the most complete. It is not only impersonal, 
as one would expect, but dull. The composition is indifferent; the various regalia and the 
details of the costume arc not really integrated; the basic shape, a flattened cylinder, is 
weakly emphasized by the fnnges of the shawl in which the king is swathed. The 
mediocrity of the statue becomes clear, if we compare it witli a figurine of an unidenti- 
fied king carved in amber (Plates 80-1). It is true that this belongs to a diflerent category; 
it is a jeweller’s piece, and it differs from the stone figures as the figurines of Gudea 
(Plate 49) and Idu-ilum (Plate 6ic) difler from contemporary monumental works; 
those are Ught and graceful, where these are ponderous. But the contrast goes deeper, 
as a comparison of the heads shows. In both cases we see a typual Armcnoid physio- 
gnomy, and the question of Ukcncss docs not arise. But the amber statuette presents a 
spirited rendering. The low forehead; the broad, short skull, the strong nose; the fine 





Figure 34. Plan of Palace F. Khonabad 



Figure 35. Column base, from Khorsabad 
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mouth — these may be conventional features^ but they arc modelled with intense inter- 
est, as features of a living face. The stone statue, on the other hand, displays a mask. 

The amber of the statuette is inlaid with a gold setting for precious stones, which 
apparently represents a pectoral. This kind of ornament is never shown in the reliefs, and 
may well be an attribute of the religious functions of the king. With these the reliefs arc 
not concerned. The folded hands of the amber statuette represent, in any case, a ritual 
gesture of immemorial antiquity. 

There remains a group of works in stone which is hard to classify. The guardians of 
the palace gates (Plates 77 and 83; Figure 31), can neither be called sculptures in the 
round nor reliefs. Assyrian relief is always low and flat. Moreover, it is conceived as a 



Figure 36. The private apartments of the Assyrian palace, Arslan Tash 


self-contained world, from which no glance or gesture moves outward towards the 
spectator. All relations arc limited to the plane in which the action unfolds itself. But 
the guardians pf the gates are emphatically concerned with those who approach them 
(Figure 31). Even the bulls with bodies in profile turn their heads to scrutinize the visitor 
and to cast their spell over potential evil. 

But these figures are not quite sculpture in the round ; the human-headed bulls o’* the 
lions or bulls which sometimes take their place arc not freed from the slab in which they 
arc carved. Moreover, they do not, as is usual in Mesopotamian sculpture, show a cylin- 
drical or conical composition. They arc squared, to fit the building which they guard. 
They have, in fact, distinct front and side views, and consequently show five legs when 
viewed obliquely. The front view belongs to one elevation ot the gate, the profile to 
another. The sculpture is subservient to the architecture; it is applied art. Yet the finish 
suid precision are superb, and it is remarkable that huge figures like these should be en- 
riched by the finest and most carefuUy engraved details. In Egypt the colossi of the New 
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Figure 37. Wall of Sargon's throne room at Khorsabad, reconstructed by Charles Altman 


Empire are a great deal coarser and clumsier than the normal statues which are three- 
quarters life size or smaller. But in the figures from Khorsabad - those from Nimrud are 
a little inferior - there is not only exquisite modelling (note the fme wrist and hand hold- 
ing the sprinkler in plate 83) but a profusion of ornament: tassels at the kilt, a row of em- 
broidered rosettes edging the shawl, bracelets, and wristlets. The hair and feathers, too, 
are rendered in a way which exploits their decorative potentialities to the full. 


Relief and Painting 

The same loving treatment of detaib which we observed in the guardian figures of the 
palaces marks the reliefs proper which constitute the greatest and most origi^ achieve- 
ment of the Assyrians. In fact, the history of Assyrian art is mainly the history of relief- 
carving. 

In earlier times, relief had been confined to steles, and its possibilities had thus been 
limited. In late Assyrian times, too, steles were set up (Plate 116). Their designs were 
simple and monotonous; the general scheme resembled ^at of the upright panel painted 
on the wall of Sargon’s throne room (Plate 95 ; Figtire 37). The l^g stands either in 
firont of the statue of a god or he merely makes the gesture of adoration, and divine 
emblems appear in the fidd over his head; or enemies make obeisance before him. In 
this case the king may hold a rope fastened through their noses (cf. Plate 73A). 

A variant of the stele is the so-called ‘obelisk’ (Plate 93), a standing stone, more or less 
square in section, bearing designs and texts on all four sides. Plate 73A shows the top of 
one, set up by a successor of Tiglathpilesar I (after 1089 B.C.). A similar monument was 
erected by Assumasirpal II;** it is too much damaged for illustration, but is of great 
interest Its reliefi are arranged in narrow bands, one above the other, but each band con- 
tinues round the four sides of the stone; for instance, a war-chariot is shown on one bee 
of the obdisk, but of its horses one sees only the hindquarters; dieir firont parts appear 
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round the comer, on the next face. It has been suggested that is due to Mesopo- 
tamian preference for cylindrical shapes; the square form of the obelisk was uncongenial 
and was, in fact, ignored. But it is also possible to explain this oddity of composition in 
another way: the Assyrians may have been impatient of the limitations which the high, 
narrow surface imposed, because they desired above all to present a circumstantial 
narrative. Later, under Shalmaneser III (Plate 93), a more orderly decoration of the 
obelisk was planned, and the submission of Jehu oHsrael, the reception of his tribute, and 
other scenes, are placed in small closed panels on the four faces of the stone. But by this 
time another means of rendering a continuous and detailed story had been evolved: the 
stone revetment of the palace walls was used as its vehicle. 

^X^e have seen that in Middle Assyrian times wars were recorded op panels of glazed 
bricks or on glazed orthostats. The custom was not entirely abandoned in later times,^* 
but usually, in the ninth century, the stone slabs which covered the lower parts of the 
walls in the rooms and corridors of Assumasirpal’s palace were used for this purpose. 
These stones were about seven feet high, and sometimes their whole surface was covered 
with one single design. More often, however, they were divided horizontally. A band 
of inscription was made to separate two strips of reliefs, each about three feet high. The 
rooms were thus surrounded by two continuous narrow bands pre-eminently suited for 
carrying the slow-moving pictorial record of the kings’ campaigns, which was the main 
subject of the Assyrian artists and a new genre which they invented.^^ 

It it almost impossible to give an adequate impression of these designs. We must 
necessarily select illustrations and avoid repetitions. But repetition is of the essence of 
this remarkable art, which conveys the moral that Assyrian power is irresistible by 
showing, with meticulous care, this power in action. We sec the match of armies, sub- 
jugating, burning, killing, punishing, with devastating monotony, in country after coun- 
try. The charging chariot, which appears on the left of plate 8^., is a recurring motif 
throughout this series of reliefs. Several slabs show these war-engines advancing against 
retreating enemies, while the infantry despatch the wounded left on the field. The more 
complex scenes which we reproduce appear as highlights of a continuous and unchang- 
ing story: the Assyrians advance; enemies flee. Opposition is centred in a city; it is taken, 
its leaders arc impaled or killed in other ways ; then the inexorable chariotry presses on 
again. But, whatever the tenor of the talc, its details arc rendered with the greatest vivid- 
ness and variety, and the artist’s ambitions arc unprecedented, and astonishingly bold if 
we remember the means at his disposal. The orthostats, divided into two, gave him 
strips of about three feet three inches high, and these were intended to 'iccommr*datc 
little more than a normal standing figure. This is most clearly shown in plate 88; but 
plate 86 illustrates how much could be achieved by the use of what we must call back- 
ground’. The siege depicted in front of the king and his shield-bearer is an elaboration 
of originally secondary motifs; the starting-point of the development is shown on the 
left of plate 84, which alone represents in our illustrations the numerous scenes of war 
chariots in action to which I have referred. The king has just despatched an enemy chief 
whose body, slumping from his vehicle, appears underneath the royal team, tlie memy 
charioteer, bending forward (he is shown underneath the heads of Assumasirpal s 
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horses), tries to drive on his charges, but one horse is wounded and sinks on to its knees. 
Assumasirpal already aims beyond this group. 

The main theme, which we have described, is enriched by certain additions. The god 
Assur, drawing his bow in support of his prot^gd, appears above the king. We know 
that he is thought to hover high among the clouds. But next to him appear examples of 
the usual scenes with which the space above the chariots is filled. We see an Assyrian 
stabbing a £Jlen enemy whose friend vainly tries to save him; farther to the tight is a 
figure in the attitude of a diver, which actually renders a dead body lying on the battle- 
field over which the Assyrians sweep forward. It is clear that no attempt has been made 
to account for the actual disposition of these various groups and figures in space. The 
events ate translated into the autonomous world of the reUefi, and the background is 
ingeniously used to indicate, in a general way, the setting of the main action. Water is 
indicated below the king’s chariot, so the engagement is supposed to take place near the 
stream or moat protecting the town. Single combats appear to be fought among the 
trees of the city’s outworks; they indicate, together with the groups above the horse, 
that the king’s charge is accompanied by a massacre of the enemy. There are also con- 
ventional features in the designs; it is, for instance, usual for a wounded or dead enemy 
to appear under the hoofs of the horses, like the wotmded lion in plate 87 ; and the chariot 
of the enemy chief in plate 84 is but an elaboration of this motive. 

The number of orthosuts was so great that die story could be told at a leisurely pace. 
In plate 85 a whole section is used to render a quite secondary incident. The Assyrian 
vanguard has reached the rocky edge of a river flowing round a fortified city. Some of 
its inhabitants - perhaps a recotuiaissance party - have been surprised on the banks and 
try to reach safety by swimming across. One relies on the power of his ’crawl’, but is 
hit by arrows while in the water. The others are supported by sewn-up animal skins, 
which they have not had time to prepare and which they attempt to inflate further while 
floating. The ruler of the city seems frozen into inactivity while he watches from a 
tower; two of the women raise their hands in despair. 

Plate 86 is much more compUcated. The relief is, once again, intended to be just over 
a figure’s height, as is shown by the main scene. The king draws his bow protected, like 
the soldier kneeling just in front, by a watdc shield held by a companion. Well to the 
left of the king appears the beleaguered city. Its garrison lets fly with arrows ; the women 
have mounted the towers; whether to throw missiles or to beg for mercy, a break in the 
relief prevents us from knowing. But dead bodies of defenders hurde down from the 
ramparts or hang limp over the batdements. In the left foreground two Assyrians (curi- 
ously without the protection of shield-bearen) arc breaking down die brickwork of the 
outer defences. Meanwhile a huge battering-ram is moving from the right against the 
city gate. It is crowned by a tower from which archers attempt to safeguard it. Neverthe- 
less, the garrison has succeeded in catching the swinging ram in a chain which is being 
pulled up to dislodge it from its bearings. But two Assyrians with grappling hooks pull 
the chain down and will strip it off. Yet another danger threatens the war engine: fire 
brands arc thrown against it. They appear in front of its tower. But in die middle fore- 
ground two men kneel by the water and fill a vessel to moisten the outside of the ram. 
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Other scenes show Assumasirpal's bivouac, with his tent and the grooming of the un- 
harnessed horses;^ the army being ferried across a river, with the chariots mounted in 
coracles (circular boats, the modem gufas of Iraq made of wattle and pitch), and the 
horses, their bridles held by the men in the craft, swim the stream; foot-soldiers also 
swim, sometimes assisted by floats of inflated skins.*^ Elsewhere one secs the triumphant 
return of the army; the chariotry with its standard, the infantry carrying cut-off heads, 
while a vultuJre flics away with one of these trophies.^ Or one secs the king’s chariot 
being led oflf the ficld.^ But in between these scenes appear the battles, the burning cities, 
the unrelieved, sustained efficiency of Assyrian warfare. 

Some reliefs show the king finding distraction in hunting (Plate 87). The incident 
shown here was depicted in much greater detail by Assurbanipal two centuries later. It 
docs not represent an event taking place in the open, but within a square formed by the 
shields of soldiers within which lions were released to be shot down by the king from 
his chariot. One lion, wounded, and perhaps left for dead, lias turned and attacks Assur- 
nasirpal from the rear. The king swings round, still holding liis bow, which was aimed 
at a more distant beast, compelled to use it at close quarters. But some of the soldiers 
have already run up with drawn swords to protect their lord, while the charioteer con- 
tinues to give undivided attention to his team. The horses are aware of the danger, as 
their cars show.^ 

We must presume that such scenes were intended to demonstrate the king’s prowess, 
but the effect is heightened by indirect means. Whether mtentionally or not, the lion 
appean as the main actor. His immensely powerful body dwarfs all the other figures. It 
is characteristic of die Assyrian style that this incident is only the culminating point in a 
scries of reliefs showing chariots driving up and down, leaving dead or dying lions on 
the field." Once a snarling beast, looking over its shoulder, attempts to evade the hun- 
ter." The king’s sport ends in solemnity: a relief shows him pouring libations over the 
bodies of the dead beasts. He is surrounded by fully armed officers, while a courtier 
attends with a fly-whisk and two musicians play their lutes." 

An equally sombre formality transfuses the huge design of which plate 89 shows two- 
thirds. It covers the full seven feet of the orthostat’s height, and tl)e figure on the right 
of our plate is followed by a companion similarly attired, while a winged demon closes 
the scene on this as on the left-hand side. These superhuman beings sprinkle holy water 
from their bucket, strengthening the power of the king as the genius in plate 83 streng- 
thens that of the Lamassu at the palace gate. This pompous setting for the simple act 
of taking refreshment emphasizes the sacred character of die Assyrian kit>g, elected by 
the gods, although not himself of divine substance. At his Coronation these words were 
spoken: 

Before Assur, thy god, may thy priesthood and the priesthood of thy sons find favour. 

With thy straight sceptre make thy land wide; 

May Assur grant thee quick satisfaction, justice, and peace. 

The two of reliefs found in the palace of Assumasirpal correspond severally to 
the invocations in the first and last lines of our quotation. The narrow strips show the 
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Figure 38. Weather-god and dragon, from Nimrud 

sads&cdon of power, but also the vain attempts to establish justice and peace by means 
of a terror plaiuied as retribution of resistance. The larger and more formal designs, of 
which plate 89 gives an example, proclaim the sanctity of the king’s priestly person. 
They show, for instance, Assumasirpal beside the sacred tree, often repeated on cither 
side of it for the sake of symmetry, while winged genii or griHln-demons sprinkle him 
with holy water.” Plate 90 shows such a group without the king. This slab was appro- 
priately placed in the niche behind the throne in the north-west palace at Nimrud. Its 
design recalled the supernatural protection which the king enjoyed and had die effect of 
a splendid wall tapestry. Similar designs were embroidered on the royal garments 
(Figure 41). 

It is strange that the king is never depicted in a ritual act, if we exclude such details as 
the libation over the game killed in the hunt, for in Assyrian times the responsibility of 
the king for the actions of the people as a whole was stressed to an unusual degree. The 
king was manipulated almost like a talisman - or he became the scapegoat, charged be- 
fore the gods with all the sins of the community. Hence his time was largely taken up 
with penitence and prophylactic magic.” Of these acts nothing is recorded in the 
imagery of the Assyrian palaces. 

Only one relief with a mythological scene has been preserved. It was found in the 
temple of the god Ninurta at Nimrud (Figure 38). A winged god or genius holds a 
thunderbolt and seems to pursue a dragon. But the impression of conflict may well be 
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miilcautogy for this dragon had represented the thunderstorm from early times (Plate 
4.SB and p. 46) f and the relief may show the common action of a weather-god and his 
adjunct.^ 

The relief we have discussed impress us by their vividness and variation. Yet they 
appear, on closer inspection, to use a very Hmitcd set of formulas, which are adapted to 
various purposes or combined in different ways. An example of this is found in the hunt- 
ing scenes. In one of these the king grasps a wild bull by the horn while plunging a sword 
between its shoulders. He stands in his chariot, turned backwards, as in plate 87. In fact, 
the group of charioteer and king is identically rendered, even to the position of As- 
sumasirpars head; only the posture of the arms is changed to suit the action. Some- 
times recurring elements are combined in different ways to avoid monotony. The 
scene in which the king pours libations over slain bulls and lions closely resembles that 
in which a vassal kisses his foot (Plate 88 ). The former subject includes a bearer of the 
royal sunshade, and two pairs of men (one of them being a musician) alternate with a 
single figure before the king; in the second group a single person is followed by two 
pairs; and in yet a third the king is attended by a more elaborate suite. In this way each 
scene gets a particular character, while yet a strict homogeneity unites the series as a 
whole. The forccfulness of the designs, combined with an economy of formulas, suggest 
that the reliefs of Assumasirpal II arc perhaps in fact, and not merely as a result of the 
accident of discovery, the first attempts at narrative mural decoration on a large scale. 

Under the next king, Shalmaneser III (859-824 b.c.), the new style was applied to 
metal work. Hinges of the palace gates were ornamented with bronze bands which were 
nailed down on the leaves of the wooden doors. These were six feet wide and over 
twenty feet high, and moved on pivot shafts eighteen inches in diameter. The bronze 
bands were eight feet in length, eleven inches in height, and only one-sixteenth mch 
thick; over thirteen of these have been preserved.^^ Like the orthostats, they are divided 
into two registers, and witliin these bands, which are each five inches high, innumerable 
small figures act the story of the king’s wars (Plates 91-2). They were first engraved and 
then embossed by hammering the metal from the back on a bed of bitumen. There is 
Uttle beauty in this mass of detail, but much liveliness and an indefatigable urge from 
episode to episode. 

In plate 92A, in the upper strip, the soudiem Mesopotamian city of Bit Dakuri ap- 
pears on the extreme right, and the Chaldean inhabitants arc shown carrying tribute 
through their date-groves towards Assyrians. In the lower strip an officer, seated on a 
stool and accompanied by his staff and guards, watches the deposition of ihe Chaldean 
tribute at a pontoon-bridge. The text of the king’s annals referring to the event reads as 
follows; ‘I went down to Chaldea, I conquered their cities. To the sea which they call 
“ The Bitter Water ” (the Persian Gulf) I marched. The tribute of Adini, son of Dakuri . J . 
silver, gold, Ush{i-wood, and ivory, I received in Babylon. 

The river is narrower at the top of the strip than at the bottom, but in other bands 
this difference cannot be observed, so that it is unlikely that a phenomenon of perspec- 
tive is rendered here. In any case, the narrowness of the strips, just over the height of a 
standing figure, prevented a number of problems from becoming acute, and the 
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draughtsmen undertook die expression of complicated situations without any hesitation. 
When a situation can be rendered by mere juxtaposition, the result is quite unequivocal 
In plate 92B we see two scenes from the campaign of 858 B.c. The upper register shows 
the Phoenician dty of Tyre, securely situated on a rocky island off the coast, sending 
tribute ashore to placate the king who was subjecting the mainland population. A text 
describes this campaign as follows: ‘The upper cities of the land of Amurru and the 
Western Sea I overwhelmed like mounds in the track of a storm. The tribute of the 
kings of the sea coast I received. Along the coast of the wide sea I marched righteously 
and in triumph.’^ In the lower strip the army leaves camp (shown empty, on the left, 
with its towered wall) to capture the city of Khazazu, an inland settlement. 

Plate 92B shows only part of the scene. The porters, who are depicted in the upper 
strip as wading in from the boats where they have takoi their load, continue along this 
band for an equal space beyond what is shown; they are headed by Assyrian officials. 
Shalmaneser has descended from his chariot and awaits them under a sunshade. The gifts 
consist of bronze cauldrons, trays containing other valuable objects, and bales of goods. 
In the lower strip, too, the movement towards the right continues beyond the fragment 
which we have illustrated. Again the king is shown dismounted, and now waits under 
a portable tent to receive the captives from Khazazu. 'Two thousand eight hundred of 
their fighting moi I slew; fourteen thousand six hundred 1 carried away as prisoners.' 
Our illustration shows well how the sense of forward movement is maintained through- 
out the design; the line of porters, like the rows of prisoners, falls in, as it were, with the 
march of die army which appears here in the lower register. At no point does an incident 
interrupt the continuity of the campaign, except once, in a most curious and original 
scene (Plate 91). The subject is the discovery of the sources of the river Tigris. The text 
reads: T entered the sources of the river; I offered sacrifices to the gods; my royal image 
I set up,’ and on the Black Obelisk (Plate 93) the event is commemorated a Utde more 
fully: 

In the seventh year of my reign I marched against the cities of Khabini of Til-Abni. Til-Abni, 
his stronghold, together with the cities round about it, I captured. I marched to the source of 
the Tigris, the place where the water comes forth. I cleansed the weapon of Assur therein; I 
took victims for my gods; I held a joyful feast. A miglity image of my majesty I fashioned; the 
glory of Assur, my lord, my deccb of valour, all 1 had accompUshed in the lands, I inscribed 
thereon and 1 set it up there. 

The scene on the section of the band fitting on to the left of our plate is described by 
L. W. King** as follows (it refers to the lowest strip) : 

[We see] the arrival of Shalmaneser at the natural tunnel in the limestone hills through which 
the Bylkalim-Su, one of the headstreams of the Tigris, flows in its upper course. ... An Assyrian 
force of infantry, cavalry, and chariots advances up the left bank of the shallow stream. The 
king, having left his chariot, has mounted a horse, and followed by his bodyguard on foot has 
just crossed the stream at the mouth of the gorge through which it emerges into the plain. 

At this point our illustration takes up the tale. A ram and a bull are brought for sacri- 
fice. The mountains are indicated according to an immemorial convention, namely by 
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a scale pattern. The subterranean course of the water is depicted in three places where 
the mountain-side is, as it were, removed, and we sec men holding firebrands standing 
waist-deep in the water. Where the river emerges, a sculptor has thrown a square object 
into the current (a block of stone or a scaffold), which supports him while he a 
stele with the figure of Shalmaneser in the face of the rock. 

In the upper fneze we see the source of the stream. It is a grotto in which drops fall 
from die ceiling on the stalagmites below. A sculptor is once more at work with hammer 
and chisel. This time he seems to be engraving an inscription, for a scribe stands by 
apparently holding a tablet. In front of the grotto a bull is slaughtered. On the mountain 
is a castle or fortified settlement; to the right appears, it seems, a native amazed at the 
intrusion. But on the left we catch a glimpse of the Assyrian army, leaving this scene 
with its purposeful stride, bound for further exploits. 

With bronzework and wall-reliefs turned into pictorial chronicles the obelisks became 
truly commemorative steles. The Black Obelisk (Plate 93) was set up by the king, who 
had the gates of his palace decorated in the manner we have just described. While here, 
and also on the wall-reliefs, the inscriptions arc mere legends added to the designs, the 
obehsk carries the story in words which arc illustrated by the designs of the twenty-four 
oblong panels on the sides of the monument. 

At this point we may look back and realize the originality of Assyrian narrative relief. 
It has no antecedents inside or outside the country. In the stele of EaTmatum(Plates 34-5) 
a number of incidents arc rendered, but tlieir sequence in time is left vague. In that of 
Naramsin (Plate 44) a single significant moment is depicted, and it epitomizes the mili- 
tary achievement. In Egypt victory is rendered in so generalized a form that a design 
may stand for any battle, and merely records that Pharaoh has once again upheld the 
divine order against the powers of chaos and rebellion. One has to go to the columns 
of Trajan and Marcus Aurelius in Rome to find a parallel for the Assyrian reliefs. 

The carving of these friezes is as curious as their subject-matter and their composition. 
The relief is very low and often flat. It never renders spatial depth. In plate 87 the shoul- 
ders and fore paws of the lion lie in the same plane as the wheel of the chariot that covers 
the feet; the hooves of the three horses stand on the same ground line. The surface of the 
relief is here and there modelled - tor instance, the spine of the lion and its shoulders arc 
rendered plastically. The chief details arc, however, conveyed by engraving rather than 
modelling. Incisions arc more frequent and more abrupt and vigorous than in Egyptian 
rehef, which is also very low. In plates 83 and 89, for instance, the juxtaposition of 
strongly modelled and of almost flat but engraved relief is very striking. A last peculiar- 
ity lies in the fact that the inscriptions arc sometimes cut across the figures. 

Between Shalmaneser HI and Tiglathpilcsar ffl (745-727 b . c .) Assyria suffered a de- 
cline, and of those eighty years hardly any works have been preserved. There arc not 
many reliefs of Tiglathpilcsar III cither, but these include friezes of about three feet wide, 
some with detailed accounts of campaigns, and others with larger figures belonging to 
solemn scenes, which cover the whole surfiice. But there is one innovation which was to 
have great consequences. In some reliefs (Plate 94B) the surface exceeds the height of a 
single figure considerably and this compeb the designer to consider the disposition of liis 
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figures more carefully; there are many more possibilities, and since the narration of 
events is his business, there vdll be a tendency to increase the verisimilitude of the repre- 
sentations by rendering more elaborately the interrelations of die figures in space. Plate 
$)4B presents a border case where the intentions of die artist remain obscure. We see a 
conquered and deserted city. A battering-ram is left against the walls; the population are 
compelled to seek out the new habitat which the conqueror has assigned to them. They 
leave in ox-carts; their anim^ are driven offby the Assyrians. Two scribes, under the 
dictation of an officer, catalogue the spoil. There is a certain spaciousness in the design, 
and it has been thought^ that the sloping line which can be reconstructed under the 
hoofs of the animals suggests an elementary rendering of perspective. It is uncertain 
whether this particular effect was intended. An artist bold enough to draw without 
groundline and wishing to render the irregular conglomeration of animals which form a 
flock, m%ht well draw them as they appear in our plate without second thoughts. An- 
other relief from this reign (Plate 94A) shows part of a procession of unarmed men mov- 
ing in some ceremony. Perhaps diey clap dieir hands in accompaniment to music. They 
are followed by a figure attired in a lion mask from which a cloak (bearing rows of 
tassels, it appears) falls down over his back and sides. The man holds a whip, and possibly 
impersonates some demon of disease. Whatever its precise meanirig (and the texts do 
not throw light on this ceremony), the design shows that the Assyrians had not lost the 
typical Mesopotamian gift of embodying fear and terror convincingly in monstrous 
apparitions. 

Tiglathpilesar III also built, in all probability, two palaces in Syria.^ One of these, at 
Til Barsip, contained wall paintings instead of reliefs. All the usual subjects - war, hunt- 
ing, submission of enemies, winged genii - appear; the paintings are the equivalent of 
reliefs, but rather clumsy provincial works, lacking the richness of plasticity without 
displaying the direemess attainable in brushwork. Purely decorative wall-paintings were 
well preserved too; the scheme of plate 95 was found with bulls, winged genii, or goats 
flanking a circular or square ornament. The same design was used in the north-west 
palace of Nimrud.^ The arrangement of such patterns consisted of a number of hori- 
zontal bands, as in Sargon’s throne-room at Khorsabad (Plate 95 ; Figure 37; room VII 
m Figure 30), where the dado at the foot of the walls was formed of carved stone ordio- 
stats. The dominant colours of the painted bands are bright blue and red, with white and 
black as secondary colours. The eflect is garish, but if the light entered only through the 
three monumental doorways (Figure 3 1) it nuy have been sufficiently subdued to reduce 
the gaudiness and give the painting depth and sparkle. The stele-like design above the 
decorative bands may have been distinctive of the throne room. In the restoration it 
shows an open space above the figures because the plaster has been lost; it was certainly 
not a blank, but displayed divine symbob (cf. Plate 116). This panel was not placed in 
the middle of the wall, but opposite the main doorway.” 

The representational paintings of Tiglathpilesar III resemble both paintings and reliefii 
from the palace of Sargon II at Khorsabad. The characteristic profile of the figures in 
Sargon’s relief (Plate 96) repeats the painted oudines of the Til Barsip faces. The relief 
from Tiglathpilesar’s palace at Nimrud (Plate 94A) also clearly resembles the Khorsabad 
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figures, yet it enables us to gauge the new emphasis on representative display which 
marks the art of Sargon. Recendy painted scenes of an earlier period have bMi dis- 
covered at Nimrud.^ 

Sargon s reliefs are less varied than those of earlier reigns. A fragment of die wars 
against Merodachbaladan, king of the Sea-land, survives.®^ There was also a square 
room at Khorsabad, at the extreme north-western end of the palace (Figure 30), which 
was decorated all round with scenes of hunting (Plate 98). Sargon appears in his chariot; 
courtiers and soldiers shoot at the birds or carry a variety of game. Among their quarry 
appears a gazelle, which is at home in the steppe, and appears incongruously in the 
setting of the wooded foothills within easy reach from Sargon’s residence, wlii^ is de- 
picted here so well. But in any case we should not exaggerate the realism of the Assyrian 
artists; note the regular alternation in the size of both the figures and the trees in these 
reliefs, which aims at (and achieves) a harmonious disposition of the design at the cost 
of verisimiUtude; the effect resembles that of a richly figured tapestry. There were two 
bands of these scenes, each three feet nine inches high, with a band of inscription two 
feet three indies wide to separate them. 

The hunting scenes arc exceptional; die majority of die Khorsabad reliefs serve not 
narrative but representational purposes. The huge figures of the king and his courtiers, 
over nine feet high, cover the walls with their formal processions (Plate 96-7). They 
create the effect of impersonal authority, a powerful hierarchy moving at the will of its 
master, an administration so far elevated above the king's odier subjects that these can 
but submit to its commands. The extraordinar)' elaboration of detail - hair and costume, 
bracelets, sword-hilts, furniture - sustains the main impression by unobtrusively flaunt- 
ing the riches of which the Court disposes. A sparing use of colour seems to have height- 
ened the eflect of the rdiefs; the eyes were outlined with black, the hair was tinted black, 
and traces of red also survive. 

In the palace of Assumasirpal II similar designs were found (Plate 89), but they were 
rare in comparison with die narrative reliefs, isolated panels, framed by supernatural be- 
ings. At Khorsabad the huge courts showed a succession of figures, converging towards 
Sargon. Their splendour and ni:ycsty appear clearly if we compare them with those of 
an earlier reign (Plate 94). At Kliorsabad the emphasis was on the simple fact of royal 
power, not on royal power as demonstrated in the acliievemcnt of war or in the struggle 
with wild beasts. Since the king’s power appears unrelated tc any action, it caimot be 
questioned. Even in the corridors, where subsidiary scenes were carved on the ortho- 
stats, no detailed story is given. One secs grooms leading the king s hoises, in lively, 
well-executed groups. The beholder cannot become absorbed in considering events and 
their implications. He is simply confronted with a number of splendid ammals of which 
the king disposes. 

The tradition of narrative is meagrely represented at Khorsabad, but it regains its im- 
portance in the next reign. Sargon s son, Sennacherib, reverted to the older usage. But 
the decoration of Sargon’s palace, while it restricted die repertoire, had widened the 
scope of the sculptors by using larger stones and not dividing their surfaces. A tendency 
to broaden the strip of design can already be observed under Tiglathpilesar III (Plate SM^) 
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now, at the beginning of the seventh century B.c. the pote n tia l iti e s of this larger sur- 
face were fully exploited and that for an evocation of the setting in which the action 
took place. Plate loi shows the capitulation of Lachish in Palestine. Vines growing on 
the lidh arc drawn at the top ; the whole surface is covered by the scale-pattern used from 
immemorial times to render mountains. Sennacherib is seated on an elaborate throne be- 
fore his tent, and receives his Commanders, while Jewish prisoners kiss the ground be- 
fore him. The king's chariot, riding-horses, and charioteer stand in the foreground. But 
may we use this word? Is there a near and far expressed in this scene? Docs the disposi- 
tion of the figures over the stone represent their actual position during the surrender? 
On the whole one must say ‘no ’. The figures are grouped round die king as their centre. 
But it has been shown that a vague suggestion of depth, and hence of space, follows from 
the manner in which the background is drawn into the design.^ It is no longer quite 
neutral, as it was under Assumasirpal 11 and Shalmaneser III. The king’s tent appears to 
be pitched upon a small eminence or bluff on the liillside - a likely enough choice in 
actuality. Its surface is indicated by a ground line, a traditional aid in the arrangement of 
figures. But the side of the hillock is merely adumbrated by the spacing of the officers 
who mount it to report to the king. It is a result of this rendering tliat the horses appear 
to us to be drawn in the foreground, the vines in the background of the scene. We could 
not use these terms with any justification in describing plate 94B. Even in plate 101 there 
is no question of a coherent rendering of space, as is shown by the drawing of the guards 
between horses and hillock, and of the kneeling inhabitants of Lachish. 

A similar rendering of the setting is used in the illustration of Sennacherib’s campaign 
in the marshes about the mouths of Euphrates and Tigris (Plates 9SH100). The condi- 
tions shown in these scenes still exist to-day along the Shatt el Arab; water, and a 
wilderness of reeds nine feet tall, cut by narrow channels, as in the foreground of our 
plates. Here the marsh-Arab leads an amphibious existence, fishing and keeping a few 
buffaloes on islands which are often no more than a mat of beaten-down reeds. All trans- 
port is by skiffs of reeds covered with bitumen, and in the reed huts ‘ on the rush-strewn 
and miry floor sleep men and women, children and buffaloes in warm proximity ... the 
groimd of the hut often oozing water at every step’.^^ 

These impenetrable marshes, like the mountains on the north-east, offered hiding- 
places to all who opposed Assyrian rule, and they were never fully subjugated. The re- 
bels show Semiacherib’s troops invading the area, using the local reed skiffs. The in- 
habitants, living on the very surface of die water, on bent and matted reeds, hidden in 
the bushes, seem sometimes to escape notice. Mosdy they are routed out. On the right a 
boat with captives lands while another approaches the shore carrying soldiers with cut- 
off heads as trophies; captured women and a few male captives. Plate 99 shows that the 
Assyrian draughtsman combined such a scene with the age-old scheme of superimposed 
friezes without any qualms. This proves that we are apt to misinterpret his intentions in 
the composition of his ‘landscapes’, because they appear to us as attempts to render a 
single visual impression. But in his pictorial account of the war the scenery was an ele- 
ment like any other; a detailed record of warfare in the marshes required that the pecu- 
liar nature of the setting be rendered, and this could be done adequately now that the 
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rigid use of narrow friezes had been relaxed through the changes in the reigns of Tig* 
lathpilesar IH and Sargon II* When the captives of the marshland had to be enumerated, 
die strips offered advantages and were used without hesitation in conjunction with die 
more modem scenes; on the right of plate 99 the two modes of composition merge 
into one another. The friezes continue across the next stone, and this part of the design 
does not differ* in essentials from similar subjects treated on the gates from Balawat 
(Plate 92). 

In the reign of Sennacherib a curious attempt was made to combine the advantages of 
a large surface used for a single narrative with that of the orderly arrangement of figures 
offered by die narrow strips (Plate I 02 a). The surface is divided into three registers; the 
episode of the campaign is treated at the top and bottom, and the central strip defines the 
event geographically ; for we can hardly speak of a ‘ setting ’ when the landscape elements 
are concentrated into a strip by themselves. One relief shows at the top the taking of a 
city, at the bottom Sennacherib in his chariot receiving captives. Between them flows 
a broad river.^* Another shows the advancing army of Assyria, with a neat alternation 
of vines and palms in the central strip. Yet another represents the return of the victors 
carrying heads as trophies. The interest of these reliefs of Sennacherib is the treatment of 
a surface combining three strips in a single unit. This is also done, and with greater in- 
genuity, in the record of Assurbanipal's Arab war (Plate I02b). The desert scenery was 
not suited to pictorial rendering, and we find, as of old, three strips each accommodating 
a standing figure with a little width to spare. But instead of being used merely for an 
enumeration of episodes, the latter are so composed that something more than the bare 
occurrence is recorded. The main motifs arc spaced diagonally across the three strips and 
suggest the forward urge of the pursuit: the galloping camel in the ufper right-hand 
comer recurs a little more towards the left in die middle strip and yet farther towards the 
left in the lowest. There the Assyrian horseman is placed at the foot of the descending 
diagonal; but the movement docs not end here. It rises again from the camel in front oi 
him, through the horseman in the second strip to the galloping camel in the upper left- 
hand comer. The fragmentary figures at the edge of the stone indicate that this com- 
positional skeleton underlies the whole scene, transfusing it with the agitation and for- 
ward urge of die swift, confused, headlong pursuit. The smaller figures sustain this 
movement, the spearmen and archers by their gestures, the prostrate bodies of the 
dead by their emphasis on the horizontal. Even the static groups do not interrupt the 
current; the collapsing camels are part of it, and its speed is stressed where it swirls, in 
the lowest strip, round two dismounted Arabs in desperate colloquy. The novelty and 
power of this composition can best be seen when it is compared with the Arab war of 
Tiglathpilesar III, rendered in strips, which are, in the old manner, used as independent 
uxiits.^ 

In Assurbanipal’s war against the Elamites the new treatment of the strips, as a mere 
convenience for the designer and not as separate entries in die pictorial chronicle, is 
applied with the greatest effect, and that in two directions. Either the central register is 
made to cover a considerable height of stone, and the upper and lower strips become its 
subsidiaries (Plate 103), or the separation between the registers is not drawn and survives, 
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ghost-like, in the grouping of the actual figures (Plates 104-5). We shall start, however, 
with a discussion of plate 103 which may count as a prelude to both. 

Pint of all it must be noted that the use of a larger surface for die rendering of a tingle 
episode has no decorative significance, but serves only the cause of narrative. Plate 103 
merely shows the lower half of an orthostat, which exhibits in its upper half three more 
registers with a separate episode. This episode, and the one illustrated, are continued over 
two more orthostats to the left, and the aspect of the wall as a whole has no aesthetic 
appeal and lacks unity. It offers merely a vast number of figures bound in their horizontal 
strips.^ 

The event which we illustrate is the capitulation of Susa, the Elamite capital. It is quite 
deserted; the population has gone forth to submit to the Assyrians, who are shown 
farther to the left on this wall, hi the upper left-hand comer appear the last men of a long 
row kissing the earth before the victors. But in the strip below, the main body of Elam- 
ites appears in front of the chariot shown in the plate. Note that the seated charioteer, 
too, makes the gesture of submission; but the groom needs his hand to hold a spirited 
horse and a mule. Below women and children leave the city, preceded by a mixed band 
of musicians. One or two of the women make gestures of despair, but most of them, and 
all the children, clap their hands, indicating no doubt that they sing to the tune of the 
instruments. The third inevitable element of an oriental procession of this kind is repre- 
sented by the foremost harpist and by the lute-player; they are pervaded by the rhythm 
of their music and fall into a dance-step. The whole scene is edged by the kind of strip 
which appears in the middle of some of Sennacherib’s reliefs (Plate I02a) : it shoivs the 
river Kerkha carrying the carcasses of horses, slain Elamites, and their equipment down- 
stream. 

The city is named in cuneiform characters; it is shown with its river and moat, its 
citadel (on the left) and its individual houses and town-wall. Between this wall and the 
river there seems to be a suburb with houses placed among palm-groves and gardens. 
From a palm-grove on tlie river-banks the procession of non-combatants emerges, and 
it is a pity that damage to the stone prevents us from seeing whether the topographical 
situation was further clarified. As regards the composition, the strip containing the city 
is the most important one. Beyond it, on the left, the two processions of Elamites end, 
and there the Assyrian commander and his chariots form a pendant to the city in a group 
occupying the whole height of the strip. 

This gradation of the surface into main and subsidiary strips rendering a single episode 
is used most effectively by Assurbanipal’s designer. In plate 107 the city of Hamaan is 
destroyed. Assyrian soldiers wielding picks and crowbars break down the towers. Tim- 
bers and bricks fall down, and fire has been put to the main gate and other parts of the 
fortifications. Another group of soldiers marches down the hill carrying a variety of 
loot: one recognizes weapons and copper cauldrons. The Assyrian bringing up the rear 
has commandeered the two Elamites to carry his share. The question arises here, more 
insistendy than anywhere else,^* whether the observation of a phenomenon of per- 
spective is used, in whatever degree of isolation, in the rendering of the road, or whether 
its widening towards the ‘foreground’ is a consequence of the desire to draw the little 
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procession without cutting across the farther edge of the road; the ‘forward' or lower 
edge is anyhow used as a ground line supporting the figures, and it will be a matter of 
personal predilection which explanation carries the more weight. 

The main scene of destruction and capture is edged by a narrow strip showing the 
relaxation of life in camp. One soldier stands on guard fully armed, while a woman — 
presumably a camp-follower - cracks a joke with him. She sits at the camp-fire with 
other soldiers >vho have put their equipment aside and eat and drink in cheerful com- 
panionship. 

In plate io6, showing the Elamite army in retreat, the latter appears in the subsidiary 
strips, while the mountainous region tlirough which they flee towers above the men. 
Subtleties in die composition (resembling those in the Arab war relief) convey the speed 
of the movement. The pony-carts loaded with soldiers arc spaced diagonally; the regular 
stride of the men on foot and the gestures of some of the figures sustain the continuous 
and concerted movement towards the right: notice, for instance, in the uppermost of 
the three friezes, on the right, the man who signals that a pony-cart, which has caught up 
with a column of infantry, can pass. 

Above this orderly but hasty retreat appears a Scenery of extreme complexity. Al- 
though badly damaged by fire and salt, the main features can still be discerned.^ Among 
die trees at the top rises a building with two colunms in antis. Columns and pilasters are 
crowned by capitals with stylized plant-Hke ornaments and the bases of die columns 
arc similarly adorned; they can be matched by column bases actually found at Khorsa- 
bad.^^ 

To the left of the building a stele of an Assyrian king marks the region as subjected 
territory and the warring Elamites as rebels. The monuments arc pLn\l on a wooded 
hillside; a straight path leads up to the stele and to the altar plared in front of it. The path 
is crossed by an irrigation channel from wliich branches diverge to the right; its water 
reaches the hillside over an aqueduct built of stone across the valley. It shows the pointed 
arches known from die viaduct connecting the Nabu temple and the palace hill at Khor- 
sabad, and from an aqueduct of Sennacherib.^® 

Wc must not interpret a relief like diis too literally ; we cannot say that die Elamites 
fled past the hill and its stele, for the action and the scenery arc separated, as diey were in 
some reliefs of Sennacherib (Plate 102a). The scenery shows outstanding features of the 
region through which die Elamites retreat, and they may have been chosen to point the 
contrast between die lasting works of civilization - religion, the king s government, 
irrigation - with the agitation of the fleeing tribes. 

The rendering of the decisive batde widi the Elamites (Plates 104-5) shows one ot the 
boldest compositions of Assyrian art. There is an overlap in the plates, so that it can be 
seen how plates 104 and 105 join. The Assyrians, pressing on from the left, massacre 
stragglers and drive the main body of die enemy into die river on die right. There is a 
noticeable crescendo in the composition. On the left (Plate 104) there are pairs of com- 
batants — wounded or dying Elamites remonstrating widi their Assyrian persecutors (e.^. 
middle of second strip) ; or (on die border line of the upper and middle strip at the right 
in this plate) an Elamite archer running while attempting to help a stumbling comrade 
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who is hit in the back by an arrow. At this point die formal separation between the two 
legisteis has been abandoned and, further {i.e. on Plate 105), the whole height of die 
stone seems to have been used with absolute freedom. As a result of this we gain an im- 
pression of an increasing turmoil when we frllow the batde from die left to its final 
phase on the river bank. 

Yet even here the division into registers is kept in the arrangement of die figures; the 
lines of separation, although not carved in die stone, have evidendy given the artist some 
support in the composition of the batde-piece, and he has clearly marked them in the 
disposition of his figures. We can best follow his scheme of work by starting at the bot- 
tom. The mounted lancers would fit in the traditional frieze, like those of plate jo2b. 
Once we look at them with this in mind the upper edge of the register, which is, at the 
same time, the ground line of the next strip, becomes clear. On the extreme left of plate 
105 the actual ground line (see Plate 104) is just visible, and its continuation consists of a 
number of prostrate bodies. Four dead Elamites, and one dying, are lined up, but the 
existence of this aid to composition is dcverly camouflaged by die posture of the 
wounded man and by the tree which overlaps the feet of die second and the headless 
trunk of the third figure from the left. The hidden ground line divides, in fact, the entire 
composition, for it is carried across the river by the alignment of a quiver, a fish, and a 
dead horse floating on its back. 

The upper limit of the second or middle register (of which we have traced the ground 
line) is marked by the carcass of a horse. This strip is a little wider, and the upper part is 
filled (as it was filled two centuries earlier, in Assurnasirpal’s reliefs) with the enemy 
dead, on whom the vultures feed. 

The discovery of the hidden supports of the draughtsman does not diminish one’s ad- 
miration for his virtuosity. But not even he represents a coherent space, and it would, 
therefore, be wrong to speak of ‘cavalier perspective’,^* as it often done. This becomes 
clear if we trace the overlappings of three figures standing near the water’s edge in the 
middle register. In front of the small palm tree a soldier stoops to pick up an enemy’s 
bow, quiver, and helmet. His legs are drawn in front of an arclier shooting at Elamites 
afloat in the river; and the archer’s forward foot is, again, traced in front of a spearman 
who would be standing in front of him if we read perspective into tliis scene. These dis- 
crepancies show that we should not do so; even here die world of Mt is a world of its 
own which represents but docs not copy visual reality. 

In earlier reigns the character of a pictorial chronicle was reinforced by the presence of 
inscriptions on the raised bands which separated the registers of reliefs. The composition 
of a single event over a number of strips which are, at most, separated by a ground line 
called for another method of identifying figures and events. This is done by panels of 
inscriptions which do not seriously interfere with the impression of a which diis 
relief conveys. By means of these labels some salient features of the engagement can be 
described. In the upper left-hand comer of plate 105 a group of Assyrian foot-soldiers 
has driven Tcumman, the king of Susa, to a last stand. His son is hit by an arrow in the 
stomach and has fallen on his knee, begging for mercy. Tcumman draws his bow for the 
last time. To the right he is seen crumpling under the shattering blows of an Assyrian’s 
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mace. Beyond the little tree the outcome of die encounter is shown: an Assyrian cuts 
off Teumman’s head; the decapitated body of his son lies across his legs. 

Looking back on the astonishing achievement of these pictorial chroniclers we must 
remind ourselves of their limitations. It has rightly been said that their art “never trans- 
cended the purely episodic. Throughout a period in which the violence of one small 
nation brought a staggering amount of suffering to countless peoples, pictorial art re- 
corded battle after battle in a scenic display unhampered by metaphysical considerations, 
with a brutal secularity which, for all its freshness and vigour, had something shallow 
and naive. Victory was a man-made thing, it was devoid of symbolical quality which it 
had had before both in Egyptian and Mesopotamian art.” 

★ 

Between wars animals were killed. It is uncertain whether the lion and lioness of plate 
io8a were intended to give Assurbanipal sport. They arc sho\vn in the royal park amidst 
palms and trees to which vines cling laden with grapes. Lilies and daisy-like flowers are 
in bloom. This shady idyll is an exception among the animal reliefs of Assurbanipal; as 
a rule they arc scenes of carnage, which arc incorrectly described as hunts. For the ani- 
mals, at any rate the lions, were killed in an open space cordoned off by soldiers forming 
a wall with their shields. Within tliis wall the lions were released from ruugh wooden 
cages (Plate io8b) by men themselves protected by a similar cage. The king shoots 
arrows at the approaching beast, and if these do not kill it and it springs, it is killed by 
the spears of the bodyguard. Attendants stand behind the king to hand him his arrows. 
It is, of course, a mistake to read the picture as if a number of lions were released simul- 
taneously. A single animal is shown here in three successive positions. It most impres- 
sive when it emerges from the cage. The thrill experienced time and again at this mo- 
ment, when the outcome is uncertain and the powerful creature takes the measure of liis 
opponent, left its trace in the artist’s work; die lion just freed from the cage is drawn 
larger, more powerful, than when it is wounded and attacks. In certain renderings of its 
release it has a nightmarish quality. In the fray the invincible king detracts from the 
lion’s glory. 

Sometimes (Plate 109) the king is shown despatching an animal with his sword. Tliis 
scene is astonisliing, for the Assyrian artist, whatever liis methods, represents real events. 
If we disregard the winged demons and other products of the religious imagination we 
shall not meet in Assyrian art die rendering of impossible situations. How could artists 
whose delight in the varied incidents of actual life is so outstanding render an encounter 
from which the royal protagonist would, at the very best, carry away a left arm maimed 
for life? The answer is that the draughtsman omitted only one detail which would have 
disfigured the king, but which was still a standing feature of such duels when they were 
fought, up to quite recent times, on the upper reaches of the Euphrates.*^ The lion-killer 
wrapped his left arm in a huge quantity of black goats’ hair yam or tent-cloth, to protect 
it against the fangs and claws of the beast. When the lion attacked it was offered the left 
arm to maul, and the right hand holding the sword was free to despatch it. Our plate 109 
shows the moment when the sword strikes home, and reveals that extraordinary subtlety 
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of observation which distinguishes the animal drawings of the Assyrians. The lion’s force 
is suddenly broken, the huge paws are paralysed. Compare them with the extended 
claws of t^ springing Uon in plate no. The snarl stiffens, and in a moment the heavy 
body will sink towards the ground. 

It may be that some animals were unwillii^ to fight, and at times Assurbanipal is 
shown twisting a lion’s tail while the animal wheels round in fury. But in addition to 
diese combats on foot there were also chariot courses, in which the king shot while his 
vehicle sped through the arena strewn with dead bodies (Plate no). Once again we need 
not assume (nor is it likely) that all these animab were rdeased at once; but occasionally 
a victim thought to be dead would return to the attack. Assumasirpal, too, depicted this 
kind of incident (Plate 87), and the comparison of his reUefwith that of his successor, 
200 years later, shows the change which had taken place in Assyrian art. The abstract 
but splendid design of the ninth century is replaced by one more complex, less decora- 
tive, and very close to reaUty. The king remains concentrated on his aim and gives no 
attention to the desperate beast who springs at its torturer. The chariot, packed to capa- 
city, carries two spearmen detailed to cope with the unexpected. 

The love and care expended on the rendering of the dead and dying animals (Plate 
no and in) turn these scenes, intended as a pictorial epic, into a tragedy in which the 
victims, not the victor, play the chief part. Viewed in a similar manner, the hunts of in- 
offensive game appear as elegies. Among the panicking wild asses (Plate 112) is the mare, 
looking round, before breaking into a gallop - note the tension of its pace - at the awk- 
ward foal which she must abandon to the mastiff. 

In plate 113 we are for once spared the spectacle of slaughter and given a supreme 
example of the Assyrian’s mastery of design. In most of the himting scenes the spacing is 
bold; here the animals are spaced so widely that they would fall apart into an incoherent 
conglomeration, were it not that the rhythm of their pace binds them together across the 
intervals. One gets the impression, not of separate animals, but of a herd grazing, dis- 
persed in the open plain. They move in unison, and the pointed grace of their steps is 
beautifully observed. But the buck bringing up the rear is disturbed, and has just caught 
sight of the approaching men; his scamper (note the poised foreleg) will send off the 
whole herd in speed over the face of the desert. 

Plate 113 does not give an impression of the reUef as it appears on the walls. In close 
proximity to the alarmed buck, the source of his disquiet is shown: a beater has dis- 
mounted and waves his riding-whip to drive the herd within reach of the king’s arrows. 
If we falsified the impression by depicting the herd by itself, we should have distorted it 
no less by including the beater, for modem eyes accustomed to taking in the whole of a 
work of art are not likely to detect the subtleties with which die animals and their be- 
haviour are rendered when these are dominated by a brge prosaic figure. We may 
imagine that for the Ancients the excitement of the hunt which these compositions re- 
vived, unified their diverse elements, without loss to die intensity with which each was 
perceived. Nevertheless, there is a curious discrepancy between the supreme artistry of 
the hunting scenes and the position in which they are displayed. The herd of gazdles 
appears in the lowest of three strips. In die second of these, above the gazdles, we see an 
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entirely unconnected subject, drawn on a scale which dwarfs the gazelles, and of so 
dramatic a nature as to distract attention from the lower strip altogether. Assurbanipal 
is shown on horseback spearing a lion while another lion attacks his spare mount from 
the rear, and two grooms hasten forward, but are too far away to assist die king. Above 
this, in the uppermost of the three strips, an even more breath-taking encounter — re- 
sembling plate 109 “* is shown. The hunt of the wild asses also appears in a bottom register, 
with the gathering of dead lions before Assurbanipal above it, and, in the topmost strip, 
the release of a lion from its cage. The hunting of timid game was perhaps considered of 
secondary importance, and therefore depicted where one had to stoop to study it. But 
the (juahty of the reliefs does not show a gradation of this type, and it is not true that the 
bottom strip is subordinated to that in the middle. In fact, Ae wall as a whole was never 
considered at all, and there is nowhere a unified mural decoration in relief. An individual 
scene might be given epic breadth, either by formal means such as those which imify the 
three strips depicting the Arab war (p. 95 above) or by a suppression of the tripartite 
division of the slabs, as in plates 104 and 105. But the beholder was evidently supposed to 
concentrate upon episode after episode, and the impression which the wall made as a 
whole was never considered. 

The extreme sensitivity which the Assyrian artists displayed when depicting animals 
found little scope among other subjects. In plate 114 Assurbanipal is seen taking refresh- 
ment in a garden, shaded by a vine trained overhead. Bow, s^^'ord, and quiver are placed 
on a table near at hand, and the king reclines on a bed with a blanket thrown over his 
legs. He docs not wear his usual dress, but a soft, closely fitting pullover decorated with 
narrow patterned bands. He holds a flower in his left hand and a drinking-cup in the 
other. His heavy necklace hangs from the head of the bed. 

The queen sits stiffly on a chair. Both king and queen are protected by attendants from 
the ubiquitous flies and servants bringing trays from the left arc Ukewisc handling fly- 
whisks. A harpist and drummer make music at a little distance, and one imagines that 
die song and twitter of the birds shown in the trees mingle with the heavier sounds. It is 
with a shock that one observes, amid all this quiet pleasure, the severed head of Tcum- 
man, king of Susa, dangling from the tree near the harpist.® 

Applied Arts 

The wealth of details of the Assyrian reliefs makes them a source of knowledge of furni- 
ture, a subject on which we have little information during other periods of Mesopotam- 
ian history. The furniture used by Assurbanipal (Plate 114) is heavy and ornate. Bronze 
castings serve for the feet, and as connecting-rods; these can be seen in the centre of 
Assurbanipal's table and at the side of his queen’s chair. Behind this chair appears a leg 
of the king’s bed, which ends below in a cast figure of a couchant lion; the upper end 
of the leg shows a which is probably inlaid with ivory, for it resembles such inlays 

found at Khombad (sec bdow Plate 170B). These arc of Syrian or Phoenician manu- 
freture, in contrast with engraved ivories lie figure 39» which seem to be native Assy- 
rian.® The square box standing on the table on the right has a close parallel at Megiddo 
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in Palestine, where a box carved in ivory with winged sphinxes and lions was found.** 
This elaborate fomiture accompanied the king on his campaigns. In plate loi Sennar- 
cherib is seated on a throne with heavy feet shaped like pme-cones; connecting>rods 
with sleeves in the characteristic shape of pairs of double volutes and three rows of 
figures, presumably cast in metal or carved in ivory, which ‘support* the king with up- 
lifted arms - a motif possibly of Hittite ot^in and surviving into Persian times. The stool 
of Assutnasirpal n (Plate 89) is simpler, but shows similar features; bronze rams* heads at 
the top and the connecting sleeves with double volutes. His footstool has lion feet. 



Figure 39. Assyrian inlay of ivory, from Nimnid 

Bronze castings for furniture were found at Kizilvank, near Lake Van, where the king- 
dom of Urartu or Ararat flourished. In the ninth century b.c. Shalmaneser HI came into 
conflict with this power; and the wars continued tmtil the end of die Assyrian empire. 
But the material culture of Van was evidendy tmder Assyrian influence; in fact the 
bronze fittings of furniture strike one as thoroughly Assyrian in motifs and taste.** 
Among other objects in metal are cups (Plate i i8a), dishes,** weights in bronze in the 
shape of animals,*^ engraved bronze bands,** and figures of the demon Pazuzu of die 
south-east wind, who brings diseases (Plate iiSb). If die sensitive rendering of animals 
and the delighted and meticulous care of small details are ■characteristic of Assyrian art, 
the power of giving convincing shape to imaginary creations is one of the oldest gifts 
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of the Mesopotamians. The small bronze of plate ii8b, a truly sickening monstrosity^ 
fiercely alive, shows that the Assyrians had lost none of this power. 

The lampstand (if it is such)*^ on plate 117 stands midway between the two other 
objects. The figure is hardly omamentalized. It stands upon a column base of the nordi 
Syrian type used also in Assyrian architecture for porticoes (Figure 35). The three legs 
consist of ducks heads and bulls* hoofs. This combination of heterogeneous elements is 
well in keeping with the baroque richness of the furniture illustrated in the reliefi. The 
feet of the lampstand show that the *zoomorphic juncture* which was to play so im- 
portant a part in Scythian art was known in Assyria; it was also known in the l^gdom 



Figure 40. Door-sill of marble, from Khorsabad 

of Urartu round Lake Van^ and it is impossible to say in which of these two regions it 
originated. 

In the cup of plate ii8a,*^ the natural forms are completely reduced to ornaments. 
The ears and horns of the antelope he against the side of the cup, and a ridge connecting 
the root of the horns with the ears continues round the cup as a row of spiral curls, tue 
Assyrian convention for the rendering of hair. There is a fringe of similar curls across the 
forehead. The eyes and eyebrows and the veins of the face have been made into orna- 
mental designs so far removed from nature that one would wonder whether the cup 
might not be of Achaemenian workmanship if it were not for the frieze of figures along 
the rim, which are purely Assyrian. 

The Assyrian reliefs also allow us to form an idea of the rich decoration of their tex- 
tiles. Door-sills of temples and palaces were engraved with designs which render carpets 
(Figure 40). The king's robe (Figure 41) was embroidered widi decorative motifs of the 
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Figure 41. Einbroklcred tumc of Assunusirpal 

greatest variety: at the top a four-winged genius, kneeling, holds in each hand a lion 
attacking a bull -a motif at least 2,000 yean old! Then follow genii confronting the 
sacred tree, and palmettes and rosette borders. Other pieces*^ show gazelles and ante* 
lopes in varying combinations with plant-motifs, ostriches, lions, wild bulls, sphinxes, 
griffin demons, and so on. Some of these recur on vases of polychrome ^ence (Plate 
iiSc);*’ all of them are used on the cylinder seals of the period. 

In plate 1 19 designs which are mainly decorative show the same qualities of vigour, 
precision, and pompous splendour which characterize so many Assyrian ornaments. The 
seal above shows two tall figures - perhaps the king - in an attitude of prayer flanking a 
group consisting of two scorpion-men, guardians of the place of sunrise in the Epic of 
Gilgamesh, who appropriately support the wings symbolizing the sky and a divine triad 
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xnanifet in it. A curious design below probably indicates a temple. To the left appears a 
demonic hunter, holding two stags and two gazelles. This figure makes his appearance in 
the Middle Assyrian Period, and the seal and its motifs are entirely Assyrian. The third 
seal, although truly Assyrian in every respect, illustrates the survival of older traditions. 
A man stands in adoration before a statue of the goddess Ishtar, in the full panoply of a 
war goddess, mounted on a leopard. But her star, die planet Venus, is fixed to her crown, 
and her immemorial connexion with the life of nature is recalled by the flowering palm 
tree and the two ibexes. The crossing of these animals and the continuous fneze repre- 
sented by this design recall Early Dynastic usage, just as the heraldic group of (A) re- 
sembles Akkadian compositions and the juxtaposition of unconnected motifi of (B) that 
of the First Dynasty of Babylon. In Assyrian glyptic art every principle of composition 
known in the past was once more triumphantly applied. Together with the cylinders, 
stamp scab were used, but their designs offer nothing that is not represented, mosdy in 
superior form, on the cylinders. 
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CHAPTBK 8 

THE NEO-BABYLONIAN PERIOD 

<CIKCA 6X2-539 B.C.> 


Ninbyeh fill in 612 b.c. befite an alliance of Medes and Scydiians, who had been 
attacking the Empiie for some considerable time. Nabopolassar, a Chaldaean, who had 
been an Assyrian commander in the south, had established himself as king of Babyltm a 
fiw years before die catastrophe, and under his dynasty the spiritual capital of Meso- 
potamia experienced an Indian summer. In die seventy-odd years of its independence an 
astounding amount of building was undertaken. Nabopolassar and his son Nebuchad- 
nezzar reconstructed the temples of many cities throughout the land, often using baked 
bricks; they also built themselves huge palaces in Babylon; and even Nabonidus, the last 
Neo-Babylonian king, continued in the same manner. 

If the s^e of the buildings was Assyrian they represent in other respects a revival of 
Babylonian traditions and cannot be treated as a mere appendix to the history of As- 
syrian art. Reliefi show that even in the years of Assyrian domination the traditions of 
^ south survived. Many boundary steles are much closer to the Kassite relief of pbte 71 
than to any Assyrian works. The boundary stone of Mardukpaliddina (Plate 120) re- 
cords a gift of land to a vassal and puts it under the protection of the gods whose symbols 
appear at the top. The function and design of the monument are Babylonian, not As- 
syrian, and this is also true of the physiognomies of the king and his vassal. The reduced 
size of the latter figure would also be hard to match in Assyrian reliefi, and the style of 
the carving is decidedly Babylonian; the soft and rounded forms recall the steles of 
Hammurabi and Umammu plates 53 and 65) radier than those of the Assyrian kings 
(Plate 116} which are contemporary with it. Notice, for instance, the treatment of the 
arms. There is a certain elegance in the pordy Babylonian figures; the sweep of their 
garments, die fine-boned hands, wrists, and fiet are treated in a manner unknown in 
Assyria. This elegance is also distinctive of Neo-Babylonian seal-designs, which lack the 
Assyrian fierceness. Note, further, dut the Babylonians rendered a true profile and did 
not extend the shoulders in the plane of vision, like those, for instance, at Khorsabad. It 
is likely that this innovation is due to the heavy rehef, almost modelled in die round, 
and this again is an old Babylonian usage, employed in die st^ we refirred to above. 

The affulities of the stele of plate 121 are more complex. It was set up in 870 B.C. by 
King Nabupaliddina to commemorate his restoration of the temple of Shamash at Sip- 
par. The text mentions the ancient statue of the sun-god, and it is probably shown in its 
dirine. It exhibits a number of archaic fi»tures; its costume goes back to the diird millen- 
nium (Plate 53}; its gesture and die ting-and-staff are as old; and die bull-men on die 
side of its durone are constant adjuncts of the suurgod in the time of Sargon of Akkad 
and Hammurabi, but are rare in Assyrian iconography. 
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The three approaching puny figures also conform to an ancient model; the high priest 
of Shamash grasps the hand of die king, whom he introduces to the god, while an inter- 
ceding goddess lifts her hands in prayer, as she docs on the stdc of Umammu and die 
painting in the palace at Mari. But the group is rendered in the idiom of a more timorous 
age, for on the older monuments the men arc hardly smaller than the deity whom they 
approach. The ritual paraphernalia in front of Shaxnash arc likewise without precedent 
in older times. It may be that the influence of Assyrian art, which was much concerned 
with the instruments of worship - emblems, altars, divine statues - tTia1gf* $ itself fdt here. 
The sun-symbol is mounted on a small stand placed upon a table, and is supported firom 
above by two deities. The High Priest touches the table, the approach to the god 
become less direct than it had been in ancient times. 



Figure 42. Plan of E-mah temple, Babvl >n 


We have no important works in scone from the Neo-Babylonian period, but numer- 
ous large buildings in which southern traditions were maintained. The temple at Baby- 
lon of ^e Mother Goddess Ninmah is typical (Figure 42).' There is no need to demon- 
strate in detail that its plan shows closer affinities to tliose of Tell Asmar-Eshnunna and 
Ishchali (Figure 19; Plate 55) tlian to the Assyrian temples (Figures 25, 27). The shapes 
of cella and ante-cclla and the low platform for die statue of the deity are the decisive 
features in these comparisons. 

At Ur as well as at Babylon great palaces were built and here, too, baked brick was 
used on an unprecedented scale. Nebuchadnezzar's great palace at Babylon presents a 
maze of small units combined in a complex measuring 900 hy 600 fi^ct in all. Litde can be 
said about it, since except for die throne room none of the rooms can be identified. The 
throne room diflers from that of Sargon's palace at Khorsabad; the Assynan king was 
enthroned in front of a short wall at the end of the room, while the niche of Nebuchad- 
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nezzar’s throne stood in the centre of a long waU and &ced die entrance. The outward 
appearances of the two chambers differed ahto; instead of the overpowering conoentrap 
don of demonic guardians at the doors (Figure 31) and the nine-foot images of Sargon 
and his courders, we find at Babylon a resplendent facade of glazed bricks, showix^, 
agaimt a deep blue background, a pattern of slender masts with volute and palmetto 
capitals, connected by graceful flower desigm, aU rendered in white and yellow and sky 
blue.’ Only at the base there was a dado of snarling lions, but they do not face the visitor 
(as do the guardian figures in Assyria), but form a frieze of profiles, once more executed 
in glazed bricks. A greater difference fixim the Assyrian decoradon cannot be ctmceived. 

The plan of Nebuchadnezzar’s dty shows the palace situated roughly in the middle of 
the northern town wall, between the Euphrates on the west and die main north-south 
avenue. This was the scene of the great processions which took place on various reli- 
gious occasions. Farther to the south on t^ avenue stood Esagila, the main temple of the 
city-god Marduk; north of it, in a separate enclosure, stood Etemenanki, Marduk’s Zig- 
gurat, the ‘Tower ofBabel’. 

Of this fiunous structure only the ground-plan and traces of the three stairs leading up 
to it have been preserved, and the numerous attempts to reconstruct it belong to archaeo- 
logy and not to history of art, since not one of them is fully supported by evidence. In 
addidon to the mere outline preserved in the soil, we have a tablet giving measurements 
and the eye-wimess account of Herodotus.’ But separately and in combinadons these 
sources do not solve the ambiguides and uncertaindes which remain.* 

Where the Processional Way, after skirting the enclosure of the Ziggurat and the 
palace, left die inner town, a splendid gate was erected. It was called the Ishtar gate and 
decorated with glazed bricks where bulk and dragons appeared in relief on a blue ground 
(Plate 122). The bulk were yellow, with their hair, distributed decoradvely rather than 
in imitadon of nature, in blue. The dragons, sacred to Marduk, were white, with detaik 
rendered in yellow. At Khonabad panels of polychrome glazed brick had been used 
(Figure 33}, but these figures were flat. At Babylon the bricks were moulded and the 
animals appear in relief ; the play of light added brilliance to the deeply saturated colour- 
contrasts which imparted extraordinary splendour to the massive structure. 

The last great phase ofMesopotamian independence is inadequately represented by the 
surviving remains, however impressive these may be. There k a scarcity of works of the 
period which makes it impossible to estimate its artistic achievements. The seal designs 
are more elegant but less forceful than those of Assyria, with a few idiosyncrasies in 
subject-matter. There was an intense literary activity, and it was from Neo-Babylonian 
sources that the Hellenistic world acquired its knowledge of astrology and other Meso- 
potamian sciences; but Neo-Babylonian art did not affect the West. It was from Assyria 
dut Greece and Etruria obtained their modek during their ‘orientalizing period’ 
through die intermediacy of the Phoenicians. 
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CHAPTER 9 

ASIA MINOR AND THE HITTITES 


Introduction 

Various finds, such as cylinder seals and tablets, prove dut Mesopoumian 
pervaded all the surrounding countries during the latter part of the Protoliterate Period, 
towards 3000 B.C. It even reached Egypt, where an autochthonous civilization was like- 
wise in its formative phase and was stimulated and enriched by an acquaintance with 
Mesopotamian achievements^ But among the immediate neighbours of Sumer no 
comparable developments took place. They merely advanced a litde beyond the limita- 
tions of prehistoric village culture and required about a thousand years to catch up with 
die deep and rapid changes which had taken place in Mesopotamia and the Nile v alle y, 
Moreover, the peripheral regions never achieved the cultural and polidcal stability of 
the two great river civilizadons. It is true that according to Egyptian standards even the 
Mesopotamian development appears continually disturbed by historical contingencies. 
But if we compare it with the developments in neighbouring countries, the continuity 
of Sumerian, Babylonian, and Assyrian culture stands out. It was modified but never 
destroyed by the invasions and changes in hegemony which threw the country into con- 
fusion at frequent intervals. Elsewhere in Asia - in Anatolia, Syria, Palestine, and Persia - 
similar upheavals had a more destructive effect, because the cultural fabric was less re- 
sistant. There may have been a certain degree of continuity which survived the ethnic 
and political cataclysms, but at this distance of time we cannot recognize it. It is this cir- 
cumstance, and not a scarcity of evidence whicli future discoveries might remedy, that 
makes it impossible to write a history of die art of any of those countries. Works of in- 
terest and merit were occasionally produced, but they appear without ancestry and re- 
main without heirs. They are, moreover, exceptions among a mass of monuments show- 
ing lack of skill rather than of stylistic character. Yet it was through the odd peripheral 
schools dut some of the great achievements of Ancient Near Eastern art affected the art 
of Europe, first in the sixth and seventh centuries b.c. and then again in the Middle Ages. 

Anatolia up to the Middle of the 
Second Millennium b.c. 

In Asia Minor die seaboard with its valleys differs from the rest of the peninsula. Whwi- 
cver a culture arose which was peculiarly Anatolian it was centred in the uplands. The 
Mediterranean littoral was in many reqiects an outpost of Aegean culture, aldiough it 
also retained linb with die plateau. Western Anatolia and Cilicia were therefore peri- 
pheral regions in more senses than one. 
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FAST two: the peripheral regions 

During the better part of the third millennium B.c. Asia Minor produced nothing 
that can be included without qualification in a history of art. Works of sculpture were 
apparently unknown, excepting at Hissarlik, the site of Troy, on the Hellespont, where 
a limestone stele carved with the rough delineation of a human face has been fi>und.* 
Architecture was purely utilitarian; it used rough stones, or sun-dried bricks on stone 
foundations. Town walls and gates built of these materials assumed impressive dimen- 
sions.’ And there is one feature of domestic architecture which cannot be ignored here. 
In western Anatolia, houses were designed in a manner which gained great significance 
in the second and fint millennium b.c. At Hissarlik (Figure 43) and also in the closely 
related settlement at Thermi in Lesbos,^ die private houses show a peculiar and very rigid 



, Figure 43. Gates and palaces in the second city at Hissarlik (Troy) 

plan. It consists of two, or at most three, rooms placed one behind the other. The main 
chamber had a hearth, generally in the centre; an ante-chamber or portico was placed 
between this and the forecourt or street, and another small apartment was sometimes 
found at the back of the main room. The house was, therefore, long and narrow, and 
the unit was never expanded sideways or connected with other units. If more accommo- 
dation was required, a number of units were placed side by side. This very peculiar type 
of house is an early version of the Homeric house, the megaron. It is also found in pre- 
historic Thessaly’ and possibly farther to the north, in Transvylvania, and it clearly be- 
longs to the western elements of north-west Anatolian culture. There would be no 
reason to mention these rough dwellings here, were it not for the splendid mgara built 
at Tiryns and Mycenae 1,500 years later. Moreover, the Greek temple in antis is based on 
the same plan. But these temples and the Mycenaean palaces adhere strictly to one stan- 
dard airangement. In prehistoric times the megaron was used more tentatively; for in- 
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stsncc, the number of rooms and the position of the hearth varied. Nfeverthelessi it is 
clear that the popular dwellings of north-west Anatolia and the Balkans supplied the 
scheme which the purposeful architects of a later age transmuted into an art-form. 

The plastic arts make their appearance in Asia Minor after 2500 b.c. At that time a 
wealth of metal — copper, silver, and gold — became available for weapons, tools, and 
ornaments, not only in Anatolia but throughout the mountain ranges; at Hissarlik in 
the west, at Ala^a Hiiyiik in Cappadocia; in the Kuban valley north of the Caucasus, 
and, near the south-eastern shores of the Caspian, at Tureng Tepe near Astrabad and at 
Tepe Hissar near Damghan. Everywhere the products of the smiths and jewellers betray 
a greater or lesser dependence on the brilliant achievements of the Third Early Dynastic 
Period in Sumer (Plates 27-32). The absence of ores in Mesopotamia called for a con- 
tinuous importation of metal, in whatever form; and it seems that the trade which 
supplied the Sumerian craftsmen with dieir raw materials broke down the comparative 
isolation of the highlanders. Their ores or ingots may occasionally have been obtained 
in exchange for finished products from the Mesopotamian workshops. However this 
may be, the influence of southern prototypes is noticeable in all the sites which we have 
named, although they were not slavishly copied. 

In tlie second city of Hissarlik (Troy) several hoards of jewellery were buried before 
the town was sacked. They were recovered by Schliemann and include pins and brace- 
lets (Figure 44, A and d) decorated with spectacle spirals of gold wire soldered on a smooth 
background of sheet gold. Ear pendants (Figure 44, b and c) were made of gold wire, 
decorated with rosettes and wdth minute chains from which ornaments of gold-foil were 
hung. These arc sometimes shaped like leaves, sometimes like a human figure, and de- 
corated with patterns of punched dots. There were also diadems with a thick fringe of 
such little chains and ornaments, short in the middle and long at the sides, so that the 
gold would cover the hair on either side of the face. Some clemcnis of these composite 
ornaments have Mesopotamian prototypes, but their combination is quite new and the 
Trojan hairpins, ear-pendants, and diadems have, in fact, a distinctly barbarian original- 
ity. The total absence of natural representations bespeaks the persistence of prehistoric 
idiosyncrasies. 

If we disregard die coarse clay figurines of animals and women, which resemble those 
found throughout the Near East and elsewhere at widely differing periods, we may 
say that the earliest works of representational art in Anatolia arc the copper deer and 
oxen of plate 123. They were found at Alaeva Hiiyuk, east of Ankara, in tombs richly 
equipped with weapons, ornaments, and gold vases. The objects in our plate seem to 
have been fastened to the top of poles, and arc therefore called standards.^ Some of them 
are open-work disks; others arc diamond-shaped and show swastikas instead of the usual 
criss-cross pattern. Small disks or diamond-shaped pendants are sometimes attached to 
the outer edge. In some cases a stag or a bull pierces die disk which surrounds it like a 
halo (Plate 1230). It is evident that the relation between ammal and disk is a dose one, 
for even where the beast is omitted, the disk is mounted upon a pair of horns (Plate 
123c). Where, however, there is no disk, the animal stands within a circular band (Plate 
123B); and where even this frame was absent (Plate 1230) separate standards with disks 
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were placed in the same tomb. It has been suggested that the disks represent die sun; 
diis may be a purely modem association, but if it were true, one 'would have to assume 
that die animal was considered a manifestation of die sun^od. There can be little doubt 
that the standards were religious symbols. They were certainly not military ensigns, 
since they also occur in the tombs of women.^ 

The animal figures are large and heavy, solidly cast in bronze. The stag of plate 1230, 
one of the best preserved ones, is tv'enty-one inches high. The head and antlers are 
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Figure 44. (a) Pin, (b) and (c) ear pendants, and (d) bracelet from the second dty at Hissarlik (Troy) 



covered with silver-foil and the body is inlaid with silver. It sho'ws a curious contrast in 
modelling. The body and limbs of the animal are over-simplified; not so die andets, 
and especially their coronets. Only in this detail do the makers display any interest in 
natural forms. The elongated rendering of die fece and the transposition of the markings 
of the deer’s coat into zigzags, crosses, and concentric circles show so distant a relation to 
the living animal that one is apt to see in the rendering of such creatures an innovation 
within an art hitherto confined to the abstract decorations of neolithic times.* 

The standards from Ala9a Hfiyuk are 'widiout parallel in the Near East, but a coiyec- 
ture about their place in the hhtory of art is possible. It can be argued (though not 
proved) that their makers had recendy entered Anatolia firom the nordircait and, also. 
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Figure 45. Design on engraved vase, from Maikop (tf. Plate 124) 


that they constituted the advance guard of the Hittites. The latter point would be of 
considerable interest, since it was only during the Hittitc empire than an original, in- 
digenous school of art flourished in Anatolia. And the Hittites liad certainly entered 
Anatolia &om outside. 

Now a discovery to the north-cast, beyond the Caucasus and at the eastern end of die 
Black Sea, may throw light on the origin of the people buried at Ala^a Hiiyuh. At Mai- 
kop in the Kuban valley a chieftain’s tomb was discovered which consisted of a timbered 
chamber buried under a barrow. The body had been laid out m the ciiambcr nt|>lrr a 
baldachin, and was equipped widi arms and many vessels of gold and silvei. Some of the 
weapons resembled Mesopotamian examples; of the vessels diis can only be said with 
some reserve. The herring-bone pattern edging the fneze in figure 46 and the animal 
fiieze itself, with its alternation of carnivores and ruminants, is thoroughly Mesopotam- 
ian. This is also true of the profile of the bulls, which display a single horn, and even the 
bear, standing underneath a tree on its hind legs and licking a paw (Figure 45, top), can 
be matched on an Early Dynastic vase (Plate i ib). Yet the scenery of this vase (Plate 124; 
Figure 45) is without parallel. One hardly dares to accept the suggestion which has been 
made by the discoverer ’ that the rugged peaks on the neck inihcated the Caucasus and 
the sea without an outlet into which two rivers flow the Caspian - or even the Black Sea. 
But the Przewalski horse which the lions stalk belongs certainly to the local fauna.** 



115 


PART two: the peripheral regions 

The baldachin over the chiefbin’s body probably consisted of doth on which were 
•stitched figures of bulls and lions cut fiom gold-foil. Its four supports passed through the 
bodies of bulls cast in solid gold or silver (Plate 124, c and n). They are smaller than the 
figures firom Alafa Hiiyuk and their moddling is superior. But they show the same 
heaviness in form (which is never found in the Mesopotamian animals cast in metal, for 
instance, on rein-rings) ; and diey possess the same odd dongation of the muzde which 
we observed in plate 123D. Moreover, there are other similarities between die two sites. 
At Alaqi Huyiik, too, the bodies were placed in a timbered funerary chamber; they 
were in some cases covered with red ochre, a custom found throughout south Russia 
and notably at Maikop. 

The prevalence of die stag at Ahtfa Huyiik is also revealing. It rardy counted as a 
sacred animal in the Near Bast, but it did receive worship both from the dwellers on the 
Eurasian steppes and from die Hitdtes who difiered in this respect firom their neigh- 
bours.*^ There is, then, some probability that die people buried at Ala^a Huyiik entered 
Cappadocia from the Russian or Central Asian steppes; and that some similarity existed, 
perhaps due to continuity, between their beliefs and those of the Hitdtes. 

In probing Hitdte origins in relation to the finds from Ala^a Hiiyuk, we are inevitably 
drawn into a discussion of historical devdopments. For these take the place of artists’ 
biographies where no individual craftsmen are known, and dieir work must be reckoned 
as die artistic expression of the group to which they belong. It is the definition of diis 
group whidi presents our problem. For Hittite records do not reach back to the time of 
the Ala^a Hiiyuk tombs (c. 2300-2000 B.C.), and it is not, as a rule, assumed that Hitdtes 
were in Anatolia at the time; but there are analogies for movements of people extending 
over several centuries. The migration which brought the Hitdtes to Anatolia reached its 
peak in the eighteenth century b.c., when the Kassites entered Babylonia and the Hyksos 
Egypt. In contrast with these two groups, the Hittites, like the Mitanni who setded in 
nordi Syria, spoke an Indo-European language. The Hittites, like die Mitanni, always 
remained a minority in their new domains. They formed a dominating class imposing 
unified rule upon aboriginal populations who had never shown any political aptitude, 
and had been governed by a variety of local princelings. There is no evidence that the 
Hittites disturbed this order in the beginning. They did not sweep over die country in a 
mass migration, but established themselves by infiltration, and so obtained power in 
some principalities. We know this from cuneiform documents - business archives of 
Assyrian traders of about is>70-i875 B.c. which mention local rulers bearing names 
which die imperial Hittite tradition recognized; a text of one of them, written in Indo- 
European Hittite, has actually been preserved.*’ We do not know to what extent the 
ruling people, the Hittites proper, took over beliefs and practices of the natives, and the 
worship of the stag may have been one of these. In that case the princes buried at Ala^a 
Hiiyiik would be the vanguard of the Hittites. Yet it is difficult to consider them aboi%i- 
nals in view of the foreign affinities of their tombs; and it seems a little far-fotched to 
claim that they were imm^ants from the same direction from which a fow centuries 
later die Hittites invaded Amtolia and had yet no relationship with them. The evidence 
which we possess is entirely inconclusive, but it does not exclude the possibility that the 
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standards of plate 123 are die earliest Hittitc works of art. Unfortunately there is a break 
in our evidence between the period of the tombs of Ala^a Hiiyuk and the empire. The 
beginning of the second millennium was a period of disturbance and the Hittites suffered 
much firom dissensions within the ruling class. 

The Hittitb Empire (circa 1400-1200 b.c.) 

In the fourteenth century b.c. a great king, Suppduliumas, created order in Cappadocia, 
defeated Mitanni in north Syria and penetrated, about 1360 b.c., far into Syria ar yd 
northern Palestine. In these regions the Egyptian vassals were inadequately supported by 
the Pharaoh Akhenaten, who was absorbed in his religious reforms. A distinctive Hittite 
art was created at this time, which lasted tindl about 1200 B.c., when barbarian hordes 
overran Anatolia and the Levant. 

The originality of Hittite art is marked and the quality of its best sculpture is high. It 
has no antecedents in Anatolia, and if the notion that lions and monsters should guard a 
palace entrance was derived from Mesopotamia^^ it was developed in an unprecedented 
maimer. Instead of the bronze statues of Al *Ubaid and Mari, and the pottery lions of 
Khafaje and Tell Harmal, we find, in Anatolia, large figures cut in stone and forming an 
indissoluble part of the architecture. When these guardians are sphinxes instead of lions 
(Plate I 28b) the borrowing of the motif emphasizes die originality of its application; 
they wear a head-dress recalling (though differing in detail from) the fashion of Egyptian 
women of the Middle Kingdom. Yet the sphinx probably reached Asia Minor by way 
of Syria, where the male symbol of Pharaoh's superhuman strength was converted 
into a female monster. The "winged disk' reached AnatoUa from the same quarter. 
It was originally derived from Egypt, where it symbolized Horns, the sky- and sim- 
god who was immanent in Pharaoh and manifest in the form of a falcon. But when it 
crowns royal names on Hittite monuments (Plate 130B) it assumes a distinctively Syrian 
form, exemplified (like die female sphinx) in Syrian seals of the middle of the second 
millennium.^ But such derivations are of minor importance, since Hittite art as a whole 
possesses a pronounced individuality. Before we turn to Hittite art we shall describe its 
architectural setting. 

Architecture 

For the foundations and the lower parts of pubhc buildings stone was commonly used, 
either in the form of rough blocks or, later, in that of dressed stones. Sometimes the 
lowest course of a wall, which rested on a foundation of rough blocks, consisted of finely 
worked slabs set on edge (orthostats). The upper portions of the walls were built of sun- 
dricxl bricks strengthened with wooden beams. This technique, as well as die use of 
orthostats, is found in north Syria, at Atchana (Alalakh) in the plain of Antioch, several 
centuries earlier (see below, p. 127), and we do not know whether it reached Anatolia, 
together with such motifs as the winged disk or the sphinx, and the Hurrian gods which 
entered the Hittite pandieon, firom Syria, or whether it has its antecedents in an older 
and common architectural tradition. 
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Features of exceptional importance, such as the jambs of town gates or the sills of 
temple entrances, were made of worked stone, either huge monoliths or combinations 
of a few large blocks fitted together. -One gets the impression of an austere but grand 
Cyclopean architecture (Plate 125A), in harmony with its mountainous setting. 

The Hittite capital, Hattusas, lies on a rocky plateau near the Turkish village of Bog- 
hazkeuy. It was strongly fortified, and the walls, widi towers placed at frequent intervak, 
skilfully exploit the contours of the terrain. At the southern end of the dty, where the 
approach was easiest, an ingenious construction still stands on the hill called Yerkapu, 
which is in part artificial. The double town wall mounts to its summit and stone stair- 
ways lead fiom east and west to gates placed in towers in the outer wall; having passed 
these, one reaches the city through a single gateway in die high inner wall. But from the 
inside a hidden tunnel descends underneath these defence works for a length of 210 feet, 
and emerges inconspicuously at the foot of the hill, half-way between the two stairways. 
Here sorties could be made in times of siege. Similar tunnels ate found at Alishar’* and at 
Ras Shamra.” 

The town gates (Plates 125 and 128) had an inner and an outer gateway. Ramps lead 
up to them skirting the town wall so that they could be covered by archers posted upon 
the wall. The outer gateway was deeply set between two towers and could therefore be 
efiectively defended. In plate 125B the sculptured orthostats outline the projecting tower 
on the left of the outer gateway which appears on the right of our illustration, between 
the two sphinxes carved in the door-jambs. This is the entrance to the Hittite fortress at 
Alafa Hiiyiik. At Boghazkeuy one of the gates was guarded by lions (Plate i 28 a). When 
there were no carvings, the doorjambs were monoliths of a curious elongated curved 
shape (Plate 12 jA). The inner gate was flush with the inner face of the town wall. In one 
case, at the Royal Gate of Boghazkeuy (Plate i 25 a), an inner door-jamb bears a figure 
in relief of a god (Plate 127) which we shall discuss in due course. 

It is difficult to convey here the aesthetic quahties of this arcliitecture : the rugged force 
of the stone-work at crucial points such as gateways; the sustained might of the turreted 
walls following the contours, rising to the strong-points on the hills, circling the city in 
a complete realization of purpose. Neither the sacred nor the civic architecture of the 
Hittites equals their defence works in grandeur. 

Within the dty five temples were unearthed. The largest of these (Figure 47) again 
suggests a fortress, for it is surrounded by a ring of magazines. The others (Figure 48) do 
not bear the same character. They seem to have been endosed by a wall leaving a con- 
siderable amount of free space round each building. 

We do not know what gods were worshipped in any of these temples. Even the de* 
signation ‘temple’ is not based on any but circumstantial evidence, which we must 
summarize. We know that temples owned g'ardens, fields, and cattle; that, in addition 
to priests and musicians, craftsmen and other workers were in their employ; and that 
tribute in kind was received. The ring of magazines (and possibly, worktops) can thus 
be explained, but not the peculiar irregularities of the plans. The mam features, however, 
can be understood firom a text describing a religious festival,** especially if we apply 
them to die large temple of figure 47 (it measures 480 by 400 feet in all), which is most 
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Figure 47. Temple I, Bogfaaziteuy 


takes ius place upon a thron#. .& ■ ^ ”e next enters the m^/t ii- 
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renewed lustrations mentioned in the text. But it may equally well have been die cham- 
ber in which the king sat enthroned when he withdrew the cloth covering the sacrificial 
loaves, and divided ^m with his spear. This separate structure recurs in Temple V and 
at Yasilikaya (Figure 51). 



Figure 48. Temple IQ, Doghazkeuy 


Beyond the colonnade lies another section of the shrine; the lower parts of its walls 
were built of granite, while those of the first were of limestone, and it is not centred on 
the axis of the front part. At the back of its largest room stands a stone base for the statue 
of a divinity. The only means of access leads firom the colonnade through two ante- 
rooms. 

Some of the magazines surrounding the actual shrine contained large storage jars, 
shown in the plan. At two points there are staircases, while a third, at the sharp angle 
where the magazines jut out to the left, leads from the outside to a secondary entrance. 
Yet another entrance is seen in the middle of the south-west wall. 

Without the ring of magazines the temple would lack the seclusion which we expect 
in a Near Eastern sanctuary. In Egypt and Mesopotamia small barred windows were 
placed high up in outside walls and the rooms received much of their light firom the 
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temple courts. In the Hittite temple there is a central court, but the rooms surroundingi 
it have large windows in their outer walls. Even the Holy of Holies, with the statue of 
the god, has four windows. The temple we have discussed, Temple I, is situated in the 
north of the town. Four others were built to the soudi (Figure 48). They lack the ring of 
magazines, but a wall starting from the town wall near the Royal Gate and surrounding 
Temple V may .also have enclosed the others. These southern temples, built perhaps at a 
later date than Temple I, resemble one another more closely than the larger building in 
the north. Their plans arc less clearly articulated. The shrine of Temple I is an emphatic 
architectural composition; die splendid gateway firmly marks die main axis; the single 
colonnade, at the end of the court, leads on in the direction of the Holy of Holies. It may 
be said that the southern temples have sacrificed clarity to elegance. They open up on all 
sides; irregular groups of rooms project or recede and, within, the courts are almost 
turned into cloistered quadrangles by the colonnades and walls, pierced by long win- 
dows, which surround diem. 

The similarities and differences shown in figures 47, 48, and 51 demonstrate the range 
and variety of this most original architecture of the fourteenth and thirteenth centuries 
B.c. At present we know nothing of its antecedents, except diat some of its features were 
found in Syria early in the second millennium, in the palace of Yarimlim at Atchana 
(Alalakh; see below). It may, therefore, be a mere accident of discovery that a common 
feature of Syrian temples and palaces in die first millennium i>.c., namely die placing of 
columns on the back of the lions (Plate 156 below), is first found at Boghazkeuy, in the 
colonnade of Temple III.^^ 

Sculpture 

Not only the lions of the columns which we have just mentioned, but all imperial Hittite 
sculpture is subservient to architecture. Free-standing statues h^ivc not been found, ^ and 
the lions and sphinxes which guarded the gates at Boghazkeuy and Ala^a Hiiyiik are 
more intimately joined to the structure than their prototypes in Mesopotamia and Egypt 
had ever been. There is no precedent for these semi-engaged figures, whose front parts 
project from the door-jambs, while their bodies may or may not be indicated in rehef 
on the sides of the stones. 

The scale of these gate figures is equally new. The sphinxes at Ala^a Huyiik (Plate 
i 28 b) stand seven feet high; the monoliths in which they arc carved reach a height often 
feet. It is clear that figures on the scale of the terra-cotta or copper lions of the Meso- 
potamian temples, or even of the sphinxes and rams which form avenues at Kamak and 
Deir el Bahri, would have looked puny and ineffectual before the cyclopcan walls of the 
Hittites. But size alone does not explain the unexpected fact that the addition of figures 
did not diminish, but enrich the majesty of this architecture. It is tlic boldness of the 
modelling which creates a harmony with their surroundings. 

As works of art the Hittite sculptures present an emgma. Those found at Boghazkeuy 
reveal a competence in carving which presupposes a sound tradition of crafts manshi p. 
This can best be seen in the detail of one of the sphinxes from Yerkapu (Plate 126; 
Figure 49), Nothing among the numerous sculptures of the first millennium fi:om extern 
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Anatolia and north Syxia (Chapter lo below) approaches this standard. Now, dwte is a 
letter from a Hitdte king of the beginning of the thirteenth century, Hattusilis in, who 
asb a king of Babylon to lend him a sculptor. The Hittite promises to send him bade as 
soon as he has finished his work, as he had already done on a former occasion when bor- 
rowing a sculptor from the Kassite’s father.^ There is no Kassite sculpture in the round 
for comparison, but in one respect Hittite carving has doser analogies to Babylonian 
than to Egyptian or Assyrian work; it uses a very heavy, thoroughly plastic relief, while 
Egypt and Assyria use flat relief with a subtly modulated surface. Li Babylonia, during 
the Dynasties of Akkad, Ur III, and Babylon, relief is also entirely plastic (Plates 44, 53, 
and 65). The sculptor of the god of the Royal Gate at Boghazkeuy (Plates 127 and ijoa) 



Figure 49. Sphinx, from Yerkapu 


goes even further; the face is free for almost three-quarters of its depth, and at Yasili- 
kaya, the open-air sanctuary near Boghazkeuy, the reliefs show less deep but nevertheless 
complete modelling (Plates 130, b and c; 131). There is no question of any of these 
sculpttures looking like Mesopotamian works; but their formal peculiarities would be 
explained if we could assume that a Babylonian artist instructed Hittite sculptors in the 
procedures of his craft. The physiognomy of the god of the Royal Gate and of die 
sphinxes is distinctivdy Anatolian, and returns in the bronzes of plate 129. Dress and 
weapons, and the details of the lions and sphinxes, are also peculiar. There is no doubt 
that a vigorous, original, and capable school of sculptors existed during the fourteenth 
and thirteenth centuries in eastern Anatolia. 

The sphinxes at Yerkapu had a lion’s body and wings, and wore a homed cap crowned 
by three pairs of volutes each encircling a rosette.” When seen in this baroque context 
(Figure 49) the remarkable qualities of the modelling of the face are easily overlooked 
(Plate 126). The lions from die lion Gate are likewise plasdc in their main effect (Plate 
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i28A}t but a detailed study (Figure 50) shows how elaborately their simplicity is modi- 
fied by engraving. The bases of columns in the shape of Hons which were found in 
Temple III at Boghazkeuy lack these engravings and are also less forceful; the jaws arc 
closed and yet the tongue projects; a sign of incipient conventionalism.^^ 

In the gate figures of Boghazkeuy there is a curious discrepancy between the excellent 
modelling of die upper part and the clumsy Ufclcss treatment of the legs and feet; the 
same contrast is seen in the sphinxes at Ala^a Hiiyuk (Plate i28b). These are probably 
meant to be female. Their head-dresses combine a garbled rendering of the headcloth 
of Pharaoh with a woman’s fashion of the Middle Kingdom, consisting of two pigtails, 
flung forward on cither side of the face, with their ends wound round flat circular disks.^ 
The Yerkapu sphinxes wear these under their homed cap of Mesopotamian origin. The 
necklace of the Alafa Hiiyiik sphinxes is not known elsewhere. The Hittite sphinxes 



Figure 50. Lion, from the Lion gate, Boghazkeuy 

probably follow Syrian prototypes, and the deviations from Egyptian usage may be 
Syrian. In the period between 1950 and 1750 b.c. Egypt dominated the Levant,” as we 
shall see, and small but beautifully cut sphinxes of Amenemhat III and IV were sent to 
Syria and excavated at Ras Shamra and Qama. 

The god carved on the inside of the Royal Gate belongs to the same school as the lions 
and sphinxes (Plate 127). If he is less effective than these and, in fact, disturbing, this is 
due to his ambiguous character as a carving. Like other works of ideo-plastic or pre- 
Greek art, the figure combines front views and profiles. In the low reUef 01 Egypt .'r 
Assyria the figures seem to move in a world of their own, the flat world of the rehef, and 
the combination rarely troubles, us. But the vigorous and detailed modelling of the 
Hittite figure and the emphatic contrast between figure and background emphasize the 
abrupt juxtaposition of front-view trunk and profile legs, to name but the most striking 
anomaly,^ Tlie sculptor’s contemporaries would not have been struck by this, but we 
must allow for it, in order to appreciate die quaUty of a work which is both vivid and 
vigorous. It has a fresh and novel style within an established convention. The modelling 
excellently renders the musculature of arms and legs; its care and precision arc such that 


123 



PART TWO: THfi PBRIPHBRAl SBGIONS 

even details like die cuddes of die nails of the left hand are shown; and a great deal of 
engraving is added, exacdy as it was in the case of the gate lions. The nipples of the 
breast are surrounded by whirls of hair, and the whole chest covered by a network of 
finely drawn, connected spirals which might suggest a coat of mail but probably repre- 
sent hair, for they recur in the lions from Malatya, as we diall see (Plate 133A). The loin- 
cloth shows horizontal bands of herring-bone and running spiral patterns, and ends in a 
fiinge which passes diagonally across the front. Its lower edge is somewhat mi»-drawn. 
This awkwardness, like that shown in the legs oflions and sphinxes, is characterisdc of a 
school of art in an early experimental stage. Hitdte art never progressed further. 

The figure has somedmes been considered a king - hence the designadon Royal Gate - 
but the Hitdte rulers are never depicted in die panoply of war, not evoi in the rock sculp- 
tures which presiunably proclaimed their overlordship over outlying parts of the penin- 
sula. They always appear in the long robe and skull-cap shown in plate 130B, where the 
king appears in the proteedve arm of a god. In the relief from the Royal Gate the figure 
wears a crested helmet with cheek-pieces, which is characterized as a divine attribute by 
the bull’s horns indicated in relief. They occur also on the crowns of the sphinxes of 
Yerkapu. The battle-axe might be viewed as a weapon of war, but it is a common attri- 
bute of the weather-gods prominent in the Hitdte pantheon. Yet this axe, like die rest 
of the equipment of the god - the wide metallic belt and the sword with an inverted 
crescent-shaped pommel and a curved dp to the scabbard - are characterisdc Hitdte ob- 
jects of which examples have been found in excavations. They also recur in the bronze 
statuettes (Plate i2S>a and c) which render gods, and which arc closely related, not only 
in these details, but also in their fiidal type and modelling, to the Boghazkeuy sculptures. 
The matter is of some importance, since great numbers of west Asiadc bronzes are 
known, but few can be assigned to a given period. That of plate 129c was found at 
Boghazkeuy.^ 

According to our present knowledge, the scope of the plasdc arts in the Hitdte capital 
was severely limited. There were no free-standing statues except in the temples. There 
were no narradve reliefi. Sculpture seems to have had a religious funedon. 

An important set of reliefi has been found in an open-air sanctuary at Yasilikaya, about 
one and a half miles to the north-east of the Hitdte capital (Plates 130, B and c; and 
13 1 ; Figures 51-3)." We do not know whether this group of rocks was a sacred spot 
before imperial days, but in the thirteenth century (and probably earlier, in the four- 
teenth) reliefs were cut on some of the inner faces, and buildings were added to isolate 
the two galleries and supply a fitting approach (Figure 51). It is uncertain whether some 
parts of fhe reliefi and buildings are older than the rest,^ but the main scene is certainly 
of a piece. 

One approaches from the north-west (bottom of Figure 51), where a propylaeum 
(i) opened at the end of a wall which is now broken away but which at one dme joined 
the rocks. Within this gate-house, stairs led to a higher level, where an open space (z), 
closed by rocks on die left, corresponds with the forecourt of a temple. Another 
flight of steps led into the temple’s inner court (3). Here stood the separate rectangular 
building also observed at Boghazkeuy in Temples I and V (Figure 47). A square pedestal 
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Figure 51. Plan of Ya&ilikaya 


placed before it has no equivalent elsewhere; it may have been an altar. The analogy 
with other temples would suggest a Holy of Holies on the south-east side, opposite 
the entrance. But the colonn^c through winch one usually reached it was here on the 
north-east (left) of the court (4), and through it one descended a few steps into the main 
gallery (5) between the rocks. Here a huge gatlicrmg of the gods confronts the visitor. 
On the walls two great processions, numbering seventy figures, converge from either 
side to the wall at the back. Gods approach from the left, goddesses from the right. 
Where the rock face was broken, masonry supplied the basis tor the carving. One 
is reminded of a phrase which often occurs in the texts : ‘ the thousand gods of the 
realm of Hatti (/.e. of the Hittites).’ 

The large panel at the back of the main gallery shows the meeting of the supreme god 
Sind goddess and their nearest relatives (Plate 130c). The curious symbols which they 
appear to grasp arc the hieroglyphs with which their names arc written. In the same way 
a deceased Hittite king is identified (Plate 131B, left). Deified after death, he appears in 
the procession of gods under the ‘winged disk’ which denotes royalty.^ 

The composition of the rehefr is simple, even naive; yet, as figure follows figure, a 
setting is created to which the central panel achieves a climax. And widiin this panel the 
chief persons stand out. Behind the god two deities bestride moimtain peaks. Teshub, 
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d«ir leader, is also supported, but beneath his feet die moun- 
tains cothe to life, and reveal the mmina which inhabit diem; 
they wear the pointed hats of the gods, and with bent head 
carry their master on their shoulders (Plate 130c). The god- 
dess who faces the god stands on a panther walking on moun- 
tains. She is the Hepat, sun-goddess of Arinna, who was re- 
garded as the protectress of the state. Her son by Teshub 
follows her, also supported by a panther. Then come two 
goddesses over a double-headed eagle. This last combinadon 
shows that we interpret the design too literally when we speak 
of the Hitdte (or Assyrian) gods as if they rode animab. The 
designs simply aim at identifying the gods by combining them 
in an unequivocal manner with their attributes. The moun- 
Rgurc j2. Demon, visible here, as in Mesopotamia, as the specific setting 

at Yasilikaya of divine manifestations. 

The plan of figure 51 shows how walls constructed in bodi 
galleries rectified the irregularities of the rocks and guided the worshipper from the main 
gallery (5) to the smaller one (7). The plan is, however, deceptive in that the building 
in the upper right-hand comer docs not, as already mentioned, belong to the same period 
as die others, nor is it likely, as we noted above, that the small gallery was accessible 
from the outside, for fallen rocks close this exit and entry lud to be made by the narrow 
climbing passage, thirty feet long, from the main gallery. Its entrance (6) was guarded 
by two winged lion-demons (Figure 52), and the type of approach would seem to suggest 
that this smaller gallery was the most sacred part of the shrine. But its 
reliefi are less elaborate than those of the main gallery, and consist, nut 
of connected representations, but of independent panels which neither 
in form nor in content suggest a coherent design. One shows twelve 
identical gods, with tall hats and scimitars ; a simibr group brings up the 
rear of the procession of male deides in the main galley. Opposite this 
small processionis placed a huge relief, ten feet high, which stands all by 
itself (Plate 13 ia; Figure 53). A sword or dagger, shown as if its point 
had been stuck into the rock,’* has a hilt consisting of two lions -this re- 
sembles an Early Dynasdc dagger fiom Mesopotamia” - but above it 
onesees two foreparts oflions (this is common in Early Dynasdc mace- 
heads in Mesopotamia) and the pommel of the sword consists of the 
head of the divinity, the mmen of this sacred weapon. We are, un- 
fortunately, in the dark about the significance of this impressive design. 

A litde farther on appears the panel reproduced in plate 130B after 
a cast. A king, Tudhaliyas IV, who reigned about 1250 b.c. is here 
shown held protectively by the same deity who appears immediately 
behind the chief goddess in the central scene of the main gallery; the 
king’s name is given in the so-called aedicula or cartouche appearing 
above. This grouping of king and god recurs on some Hitdte royal seals. 
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Comparing the reliefi of the two galleries one may venture a guess as to the diflerent 
uses to which they were put. It has been suggested^ that main gallery was used for 
the sweating of state treaties and other functions which took place. Wore the t housand 
gods of the realm of Hatti.^ The south gallery may have served for the installation of 
kii^ or other rites of royalty.** But these suggestions are incapable of proof, since our 
knowledge of Hittite religion is still scanty. 

The style of carving of the relieft at Yasilikaya is similar to that used in the capital; 
the rock carvings show the same heavy relief and truly plastic forms which we found in 
the gate figures fiomBoghazkeuy (Plates 125-8A). They corroborate our view that a dis- 
tinct school of sculpture existed in eastern Anatolia during the Hittite empire. However, 
its extant works are few, and that perhaps not only as a result of destruedun and loss. It 
seems that the Hitdte sculptors were given much less scope than those of Egypt and 
Mesopotamia. The Hitdte kings, great conquerors though they were, did not commis- 
sion pictorial records of their wars. Hitdte art was religious and the king, as we said, is 
exclusively shown with the long priesdy gown, the round cap and curved staff which 
are attributes of his sacred office. He wears these even when he is depicted on the fiice of 
the rocks in oudying or recently conquered parts of his realm, as at Sirkeli in Cilicia,** 


or on orthostats as at Tell Atchana near Andoch.*^ At Ala^a Htiyiik,** too, the king ap- 
pean in this garb on the orthostats which decorate the base of the tower protecting the 
sphinx gate (Plate 125B). Inside the gate, on one of the door-jambs, appears the double- 
headed eagle which is associated with two goddesses at Yasilikaya (Plate 130c) and 
which, at Ala^a Htiyuk, too, ‘supports’ a goddess (not a kmg, as has been said). The 
eagle grasps an animal, probably a hare, in either claw forming a group which was popu- 
lar in Mesopotamia in Early Dynasdc times (Plates 27A and 32) although the double- 
headed eagle only appears there with the Third Dynasty of Ui.** The orthostats are 
covered with elaborate scenes, but they are poorly cut; they entirely lack the corporeal- 
ity which the thorough modelling imparted to the figures at Boghazkeuy and Yasili- 
kaya. At Ala^a Hiiyuk the figures are merely outlined and stand quite flat above the 
background, which has been chiselled down. The details arc rendered by engraved lines, 
not by modelling. Each orthostat is treated as a whole to die extent that figures do not 


overlap their edges, but a single scene may 
cover several stones. On the left of the gate 
the king is shown before an altar placed in 
front of a deity represented by a bull (Figure 
54 i and the extreme right of plate 1255). 
He is followed by attendants, one of whom 
brings a goat and three rams, presumably 
for sacrifice. Three acrobats are shown per- 
forming their tricks (Plate 132B): one is 
balanced on an unsupported ladder, and the 
one looking to the left is a sword-eater. 
On the next stone two figures, facing to the 
left, carry, the one a monkey or baboon, or 
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perhaps a trained dog, the other a kind of guitar. No more is preserved of the sculptures 
on this portion of the Sphinx Gate, but on the opposite side a procession of figures 
approa^es a goddess who is depicted on her dirone and holds a mirror.^ Some blocks 
were found out of place, and diey do not seem to belong to the series we have described. 
Their subjects are commonplaces in Ancient Near Eastern art, but have so &r not been 
found elsewhere in the Hitdte empire, and their treatment is quite individual. A hunter 
on foot receives a sprii^;ing lion on his spear, while his two dogs attack the great beast 
(Figure 55). A kneeling hunter aims his arrow at a charging boar. The sto!ae, in this case, 
is divided into two, and below the archer a stag is shown nibbling an ornamental plant. 
This stag, and those appearing on another block (Plate 132A), bear on the body designs 
which seem additions rather than renderings of their anatomy. They are seen on two 
seals of King Muwatalli, who lived in the fourteenth or thirteendi century b.c.;** and. 



Figure 55. Lion hunt, at Alafa Htiyiik 


again, on a sculptured door-jamb decorated with a snarling lion which resembles those 
found at Bogh^euy on column-bases of Temple III.^ But the lion of the door-jamb 
at Ala9a Huyiik holds down a bull-calf which shows the quasi-hieroglyphic designs on 
its body. Another gate lion fi:om Ala^a Hiiyiik^ which is badly damaged, seems to 
stand over a prostrate man.^ Another block shows a charging bull. 

It may be owing to the lack of monuments from other sites that the repertoire of 
Ala^a Htiyuk seems exceptionally rich; it is, in any case, impossible to derive it from 
outside sources.** The kneeling archer is actually known firom a Hittitc seal.** The primi- 
tive scheme of composition of these reliefi from Ala9a Hiiyiik, a mere juxtaposition of 
figures, sometimes even without a ground-line to connect them, is characteristic of 
Hittite art as a whole. Even at Yasilikaya die composition of the friezes is elementary. 

We return to ritual scenes with the reliefs at the lion gate of Malatya. At this site work 
of three periods has been found, but there can be no doubt diat some of it goes back to 
die empire. There has been great hesitation in admitting this, and, as a compromise, it 
is assumed that these sculptures represent imperial survivals after the migrations of the 
early twelfdi century had swept though Anatolia. I see no adequate grounds for such 
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a vicw/^ The lions guarding the gate (Plate 133A) show a number of peculiarities which 
link them with the art of Boghazkeuy; their manes arc rendered by connected spirals^ 
exaedy like the hair on the chest of the figure at the Royal Gate (Plate 127). The small 
round marks between their eyes occur in the lions from Boghazkeuy (Figure 50). 

The slabs with reliefs found built into the towers of the lion gate show scenes of wor- 
ship (Plate 133B); The king,^® and occasionally the queen, is observed pouring a libation 
before various gods while a servant holds a sacrificial animal. The gods sometimes ap- 
pear in groups and are identified by the same attributes as those depicted in Yasilikaya. 
The most striking link with imperial art appears on the left of our plate. The god shown 
there mounts a chariot drawn by a sprighdy stepping bull, and this motif occurs identi- 
cally in the rock sculpture of Imamkulu (Figure 56), which belongs to the imperial 
period. Here the god and his chariot appears over the personified mountains which we 
know from Yasilikaya, where they carry with bent heads the chief god m the central 
panel. Yet another link between the reUefs from Malatya and Boghaiieuy with Yasili- 



kaya exists in the occurrence of a deified former king, under the winged disk, receiving 
honours like any god. Finally, when the queen is shown pouring n libation, she worships 
a goddess supported by two flying doves, once again a figure known from Yasilikaya. 

But if the provincial art is linked with that of the capital by its repertoire, the peculiar 
style of the capital is not found elsewhere. At Ala9a Huyiik, at Malatya, and at Tell 
Atchaua near Antioch (where a relief of king Tudhaliyas of the thiru enth century has 
been found) ^ the carving is flat and entirely without plastic sense. Details are engraved, 
but workmanship is poor; at best the proportions and gestures of some figures are con- 
vincing or even spirited, as in the hunter and the boar at Ala^a Hiiyiik. If the work at 
Boghazkeuy was carried out in collaboration with a Babylonian sculptor, the difference 
from all provincial work would be explained, for there was no native tradition of stone- 
work. Yet the provincial craftsmen showed enterprise as designers. The acrobats and 
hunters from Ala^ a Htiyiik display originality, and at Malatya one of the orthostats bo- 
longing to the same scries as our plate 133® presents, for the only time in Hittite art, a 
mythological scene.®® But Hittite art appears a stunted growth; and furthermore it was 
crushed by the great migration which initiated the dark ages for the Levant as well as for 
Greece. 

Hittite rock sculptures are found at various localities in Anatolia. They arc rough and 
simple, showing the figure of the king in relief on a smoothed surface on die face of a 
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difif. The royal name is generally added in hieroglyphs, and there is sometimes a second 
figure.’* Three works of a different nature require notice here. Two of them are located 
in Lycaonia, the third in Cappadocia. 

On a hill-side at Fasilar lies a stele, twenty-two feet tall.” It represents a god with up- 
lifted arm standing upon supporters who bow their heads under his weight. Their atti- 
tude and their pointed caps remind one of the similar bearen of deities at Yasilikaya 
(Plate 130c) and Imamkulii (Figure 56). At Fasilar the supporters are flanked by lions. 
The comparisons we have just made suggest that the stele belongs to imperial Hittite 
times, although no other free-standing steles are known firom that period and die lions 
do not resemble those we have described above. But the stele of Fasilar does not re- 
semble monuments of the first millennium either, and its style is hard to judge. Its rough 
surface may either be due to weathering or it may have been intended to receive the 
final finish at its destination, but it was abandoned on the way.” Such evidence as we 
have &voun, therefore, the attribution to imperial times. 

The next monument is, unfortunately, badly damaged and weathered, but its composi- 
tion is unusually bold, and it enables us, moreover, to assign an important ivory carving 
to the imperial period. The relief appears on the outside of a building of rectangular 
stone blocks standing at a spring at Iflatun Bunar.” Figures support winged disks with 
uplifted arms. Such figures recur on the third monument which must be mentioned, 
the rock relief of Imamkiilti (Figure 56), where, at the bottom, three figures carry the 
personified mountains which in their turn support the god and his chariot.” 



Hgure 57. Ivory plaque, found at Megiddo 
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Figure 58. Meul belt, from Boghazkeuy 


Similar supporten occur on the ivory plaque from Megiddo (Figure 57), which 
seems to have formed the side of a casket. Though found in Palestine it was doubtlessly 
made for a Hitdte king, and represents Hittitc rather than Syrian design. Separate motifs 
can often be matched on seal cylinders of the second Syrian group: the rosettes, tlic 
bull-men, the helmeted gods, the gods emerging from the mountain,®^ heads with the 
typical wig of the Egyptian Middle Kingdom.*^ But this head-dress occurs also at Ala9a 
Huyuk (Plate I28b), and the bull-men supporters and the god emerging from the moun- 
tain are known at Yasilikaya. It is impossible to say whether the Hittites derived these 
motifs from a Syrian repertoire, or whether the Syrians used them under Hitdte in- 
fluence. irrespeedve of this wider problem, three arguments pomt to a Hitdte origin of 
the ivory plaque. The squatting winged sphinx with a pointed cap and a lion’s head 
growing from her breast*® recurs on a gold signet ring of imperial dmes.** Moreover, 
the accumuladon of supporting figures is Hitdte; on Syrian monuments they appear as a 
pair or trio under the sun-disk. Finally, the main theme, in the upper register, shows the 
Hitdte king in his characterisdc garb with the Hittite winged disk above.®® I am inclined 
to assign this ivory to the fourteenth century, after Suppiluliumas’ conquest of Syria and 
Palestine (sec below p. 153), since at any other time the presence of a Hitdte royal 
casket at Megiddo would be hard to explain. 

The minor arts of the Hitdte empire show some continuity with earlier times. The 
seal designs, often of great merit, contain animal figures and other iiiodfs iclated with 
earlier glypdc.®^ The bronze figurines which we have discussed (p. 133 above) are 
modelled in the style of the stone carvings at Boghazkeuy, but other objects, such as the 
rein-ring of plate 129B, resemble in the treatment of the figures the bronzes from 
Ala^a Hiiyuk (Plate 123), which, as we have seen, may well be early Hitdte products. 
The fragment of a metal belt from Boghazkeuy (Figure 58), four inches high, is interest- 
ing, because it is known from the monuments as a characterisdc clement of Hitdte attire 
(Plates 127 a nd 129) ; because of its design, and because of its techmque. It consists of a 
dun sheet of silver ca se d in two sheets of bronze. The outer sheet has a sunk design of 
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interlocked spirals which is picked out with gold wire. The spirals recall Aegean designs, 
and in Crete similar wide metal belts were worn. Polychromy in metals, although prob- 
ably invented in Syria, ^ is best known in the £unous daggers &om the shaft graves in 
Mycenae. The cosmopolitan trade of the period is illustrated by the discoveries at Tell 
Atchana in the plain of Antioch, where an ivory with a purely Mycenaean design was 
found as well as one decorated with the Hitdte ‘royal sign*. It is therefore impossible to 
say where the belt from Boghazkeuy was made. But whether it came Scorn the Aegean, 
Syria, or Anatolia, the spiral design is borrowed from the Aegean, a debt repaid i,ooo 
years later, when Hittite as well as Syrian designs supplied patterns for ^ Proto- 
corinthian vase painters. 
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THE LEVANT IN THE SECOND MILLENNIUM B.C. 


Introduction 

Stria, of which Palestine is die southern extension, is widiout unity. Even the land- 
scape shows great variation. Wide steppes stretch across the northern end right to the 
hilU of Kurdhtan. Farther south lies the Arabian desert, and near the coast the snow- 
capped Lebanon widi die And-Lebanon, a maze of rich valleys with perennial springs 
and streams. In die north diis luxurious scenery is repeated on a smaller scale at the bay 
of Alexandtetta with the Amanus range. To the south Mount Carmel and the Judaean 
and Transjordan bills - less barren in antiquity - present a miniature version of a not 
,tic«mi1ar marring. Throughout Syria the contrast between die coastal plains and the up- 
lands has always been pronounced. But die cultivators and traders of the coast, and the 
farmers of the interior, were all liable to be overrun by die nomadic or scmirsettled 
tribes ‘between die desert and the sown’. Moreover, the great powers comidered die 
whole region as their sphere of influence, and Babylonia or Egypt, the Hittites or the 
Assyrians, dominated at various times parts or die whole of the region between Am 
Minot and Sinai. Where there is never undisturbed growth, there can be no continuity 
in the arts. 

Some isolated works of sculpture survive from die end of the fourth and from the 
third millennia B.C., and these will have to be discussed before we can deal with the 
second in which the Levant flourished gready. Perlups the earliest, certainly 

the most nriginftl, of thcse are figures from the so-called neolithic layers of Jericho.* Pute 
134 shows the head of one of the best preserved of these figures. The face is eight inch« 
bi gb, and the whole statue was nearly natural size. Although primitive, the origiim is 
weirdly impressive. It is made of unbaked clay, while the eyes consist of orange-y^ow 
sea-shells, carefully built in while the day was still soft, so that the eyehds could U 
modeUed over the edges of the shells. The clay is covered with a drab wash, md on this 
sur&ce the hair and beard arc indicated with a dark reddish-brown pamt. SuA ^ 
ments of the limbs as arc preserved show the same vivid untaught modclhng. One does 
not know whedicr die figure was buflt up round an armature. It was part of a group of 
three, consisting, apparendy, of man, woman, and child, a^ there were r^ of two 
such groups. tL nude figure was in either case very much larger ^ 
it is perhaps worth remembering that in the Early Dy^tic * Imow 

(PUtie 13) the god was disproportionately larger than the goddess, u we 
whrther the jLho mJ 4 tcscnt mortals or divinities.* Recendy 
ably belonging to the same school of sculpture as the tna wae oun “ J f-Au,— 
in the neoUthic layers.* Here actual skulls were incorporated 1^ work and 
were modeUed in day over the bony structure of the face. The eya wer, inlaid wi 
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shells and at least one of the heads resembles in its gmeral proportions and appearance 
that of plate 137. It seems reasonable to connect these prepared skulls with a cult of 
ancestors. 

To the earliest metal-age belong the remains of a mural painting found a little to foe 
south of Jericho, at Tdl Ghassul. It included a large eight-pointed star, and traces of the 
figures of gazelles, birds, and possibly human beings. 

In foe pkin of Antioch, on a small hill called Tdl Jedeideh, six bronze statuettes, three 
male and three female, were found in layers contemporary with the fint half of the 
Early Dynastic Period in Mesopotamia (Plate 13$).^ In foese layers Mesopotamian cylin- 
der seals and foeir imitations have been found, and one assumes that the technique of 
casting with wasted wax cire perdue) was derived from Sumer. It is possible foat foe 
very function which the statues served agrees with Sumerian usage. In the temple of 
Tell Agrab three copper figures were found, one of a woman entirely naked, and two of 
naked men wearing belts. The same absence of clothing marks foe Syrian figurines. In 
Sumer wonhippen appeared naked before foe gods, and a Sumerian temple (if we judge 
by the objects found there) stood at Tell Brak in Protoliterate times, 250 miles east of 
Tell Jedeideh. It is possible, therefore, foat foe bronze statuettes represent worshippers 
placed in effigy before the gods. But foe figures are clearly Syrian. The men wear the 
broad metaUic belt later used by Hittites and Cretans as well as Syrians; and the man's 
silver ‘helmet* probably represents foe tall conical felt hats worn to this day in north 
Syria and Jebel Sinjar, and depicted on Syrian monuments of all periods. The men, 
moreover, wear their hair short and shave their moustaches, while foe Sumerian either 
shaved foe £ux and head completely, or wore hair and beard both long. The gesture of 
foe women, holding their breasts, is found in Mesopotamian day figurines or plaques, 
but here again we do not know whether these represent goddesses or votaries. The same 
doubt exists, of course, in connexion with foe bronze figurines from Tell Jedeideh. But 
it is perhaps significant that foe hands of the men are pierced; they grasped objects now 
lost, perhaps because foey were of silver which has corroded. One drinks of the axe 
which is the regular attribute of the weather gods who dominate the Syrian pantheon in 
later times.* 

The e&ct of foe male figure in our plate is impaired by foe displacement of the silver 
headgear which was pressed crookedly over the fiice during the 5,000 years in which it 
lay buried in foe soiL There are also shortcomings which obscure die real qualities of 
these figures. The woman's £ux is spoiled by foe dumsy placing of each pupil in the 
middle of the eyeball, without consideradon of their combined efiea. In the male figure 
the upper part of die body has been negUgendy shaped. But die legs are well-formed, 
sinewy limbs, and die carriage of die head is free and natural. The face is well propor- 
tioned but for foe exaggerate eyes, and the tight-lipped mouth is excellendy rendered. 
These are details, but the general impression is positive rather dian negative; the primt- 
tive and awkward features do not destroy foe vigour and plausibility of these statuettes. 

Farther to foe east, at Tell Brak, north of foe Khabur valley, several heads carved in 
gypsum or alabaster have been found in a temple with cone mosaics and numerous 
other features characteristic of Mesopotamian temples of the Protoliterate Period.* Plate 
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136 shows the best and largest of the heads; it is seven inches high. Perhaps ^mask’ would 
be a better designation, for all of them have a groove gouged out at the back by means 
of which they were mounted on statues of other material, perhaps polychrome wood. 
Only the fledi-parts, face and neck, would then be rendered in the lucent stone. The 
holes showing at the top and bottom of the carving in plate 139 would have accommo- 
dated the pegs by which it was fastened to its wooden support, and the excessive length 
of the neck is explained if we assume that it was inserted for about two inches into the 
body. Headgear of other material was fastened above the masks, and the smaller ones 
have conical dowels, carved in one piece with the face, round which bitumen or clay, or 
even a piece of carved wood, could be applied.^ In plate 136 the top of the stone shows 
the edge of the hair, parted in the middle. Perhaps the coiffure was modelled above this 
in bitumen, which also covered as a thin paint the portions of hair rendered in stone. 
The emphasis on the hair and the smooth cheeks and chin suggest to me (though there 
can be no certainty) that the head is that of a woman, especially since one of the smaller 
heads^ has a pointed chin, resembling that of the copper figure of plate 135, where a 
beard is clearly indicated. This head has a dowel which may well have supported the 
conical felt cap which was (and is) a part of male attire in north Syria. 

There is no doubt that these carvings reflect Mesopotamian influence, although the 
exact prototypes cannot be established; for we know next to nothing of sculpture m 
stone during the latter part of the Protoliterate Period. The splendid head from Warka 
(Plate 7) was also a mask fixed to a figure of other material, and such masks are found 
occasionally among Early Dynastic stone work.’ The peculiar rendering of ears and eyes 
has Early Dynastic parallels,^® and the joined eyebrows as well as the prominent narrow- 
ridged nose are Mesopotamian features. The eyes are over-large and the pupils misplaced 
(as in the copper figures from Tell Jedcideh), but the modelling of the lower part of the 
face is not without charm, while the other three heads from Brak are extremely rough.^^ 

These earliest Syrian sculptures show greater independence of Mesopotamia than the 
cylinder seals of the same age, which often follow southern models very closely. But 
fiuthful although provincial imitations of Mesopotamian sculpture were found at Jebelct 
el Beida, some forty miles west of Tell Halaf, in the Khabur valley. They were dis- 
covered on a hill-top where, presumably, a shrine had once stood the group consisted 
of one statue and two steles of black basalt (Figure 59) and we can, for once, define their 
prototypes with precision. The beards of the figures consist of strands running parallel 
on either side of a series of oval hollows drilled out in the middle. This manner of render- 
ing the beard is usual at Mari (Plate 23), and recurs in a statue of King Lug alkisa l si of 
Ercch,'® a work which belongs to the Third Early Dynastic Period. Their Syrian imita- 
tions cannot be much younger; perhaps they are as late as the reign of Sargon of Akkad. 
The steles are evidendy monuments set up to commemorate or proclaim the subjection 
of die Khabur region to a Mesopotamian ruler. There is a rock stele of Naramsin a litde 
farther to the north, near Diarbekr, and we know that his predecessor, Manishtusu, an- 
odicr son of Sargon, was sdll depicted in Early Dynastic style.^’ The statue, almost seven 
feet high, shows a bearded man in a tasselled iress which leaves the tight arm and shoul- 
der bare but covers the left shoulder. This dress is worn by Eannatum on die Stde of the 
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Vultures (Plate 34), but also by Sargon of Akkad on his stele of victory. 
The right hand holds a mace; die head is so badly damaged as to be 
featureless. 

One of the two steles is supposed to show a figure standing on a bull, 
which would indicate a god, and be a deviation from Early Dynastic 
usage; but the assumption rests on a reconstruction which is insufficiendy 
founded. It was worked on both sides, and this is also true of the stele 
we illustrate in figure 59. This is eleven and a half Sect hi^, diirty-four 
inches wide, and twenty-eight inches diick. Its main design shows a huge 
figure in the tasselled robe described above, holding a mace or batde-axe 
in one hand. The hair is bound up in a chignon at the back of the head, 
another feature which connects the stele with pre-Sargonid and Sargonid 
Mesopotamia. But the cap shown on the stele points to the age of Sargon, 
for it frequendy occurs on Sargonid seals and never in the Early Dynastic 
Period. A ground-line separates the main figure from a subsidiary com- 
partment in which two soldiers, apparendy carrying batde-axes, represent 
from victorious army. This, too, reflects Mesopotamian usage, but the 
Jebdet d Beida grotesque distortion of all die figures is characteristic of the peripheral 
regions. 

Widi this stele we have completed otur survey of Syrian works of sculpture antedating 
the second millennium b.c.'^ 

Egyptian Predominance (2000-1800 b.c.) and Babylonian 
Penetration (1800-1700 b.c.) 

At the openii^ of the second millennium b.c. the energetic kings of die Egyptian 
Twelfth Dynasty dominated the Levant. For 1,000 yean Egypt had imported timber 
fiom the Lebanon, and the port of Byblos had handled these exports. Now, from about 
2000 to 1800 B.C., some of the finest products of Egyptian craftsmanship entered Syria. 
Many of these came fiom the royal workshops, and one wonders whether some sort of 
Egyptian overlordship was acknowledged in the various places - Megiddo, Byblos, Ras 
Shamra, and even Qatna, inland - where royal sphinxes, jewellery inscribed with 
Pharaoh’s name, and statues of high officials have been discovered. It has been argued 
that these officials were Resident High Commissioners and Envoys,** but we have no 
records of Asiatic campaigns such as the New Kingdom has left tis, and it must also be 
remembered that in Egypt foreign trade was a prerogative of the government carried on 
under the fiction that ^ importations constituted tribute due to Pharaoh as Lord of All, 
and that the price paid was a spontaneous gift made by him to loyal vassals. The presence 
of high Egyptian officials and the sending of royal gifts do not, therefore, prove an actual 
political suzerainty of Egypt over the Syrian ports. However this may be, the local rulers 
of the Levant became possessed of exquisite works of art, and aldiot^ Syrian works of 
tills period are comparatively rare, th^ do show that the Syrian craftsmoi responded to 
the stimulus of these imports. They did so in a fashion which was to remain charactec- 
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istic: foreign motives were copied without precision and widiout regard for their mean- 
ing, to become elements in decorative designs, which are vivid and rich at t hei r best, 
gaudy and over-charged at then common worst. This is as true of Byblos and Ras 
Shamra in the second millennium b.c. as of the Phoenician cities in the fet. 

Egyptian examples exerted their strongest influence where a native tradition existed, 
as in mctal-worjc. The exquisite pieces of sculpture in tiie round which were sent to 
Syria remained apparently without influence. But three steles found at Ras Shamra are 
attempts to use Egyptian methods for the expression of native ideas, while whatever was 
borrowed was freely modified. One god^^ holds the crook of Pharaoh in one hand, but 
a spear - not an Egyptian attnbute - in the other. He wears the characteristic shoes of the 
Asiatic mountaineers, with upturned toes; he also wears the 'torque’ - a solid metal 
neckband of a type widely diffused in Europe during die Bronae Age, known in tixe 
Caucasus, and found at Byblos and Ras Shamra in the period 2000-1800 b.c. It is a great 
pity that we cannot see (for the stone is damaged) whether the feather-Uke plant motif - 
perhaps a palm frond - merely decorated the god’s head-dress or was presented as part 
of his body. It is combined with a spiral projection derived fiom the Red Crown of 
Lower Egypt. This stele was found together with two others resembling it, and differing 
from that of plate 143. One shows a god who holds the Egyptian Waz-sceptre, like a 
truly Nilotic divinity; the other depicts a goddess wrapped in the wings of a great bird, 
a type of dress common with the goddess Nut or Mut in Egypt. 

The influence of Egypt on Syrian jewellery was similar but went farther. In the tombs 
of the rulers of Byblos splendid ointment pots of obsidian (volcanic glass) and gold were 
found, with caskets of ivory, ebony, and gold; pectorals of gold and semi-precious 
stones; mirrors and scarabs. Many of these objects were inscribed with the names of the 
Pharaohs Amenemhet III and IV.^® Local products were decorated with Egyptian motifi 
and even hieroglyphs. The latter betray by tlicir clumsy, un-Egyptian forms their Syrian 
origin. They spell out the names of the local prince in whose tomb the object was placed 
-a scimitar of bronze on which the mid-rib showed the Egyptian uraeus inlaid with gold 
wire, and the hieroglyphic inscription in gold and silver on a blackened ground. This 
technique of metal-polychromy (niello) makes its earliest appearance here (see above, 
p. 132). It was quite unlmown in Egypt at the time; it appears there after the invasion of 
the Asiatic Hyksos, towards die end of the sixteenth century, in the tomb of Queen 
Aahhotep.^^ 

The finest examples of ancient niello are foimd in Greece; they include daggers dis^ 

• covered in the shaft graves of Mycenae^ which are likewise dated to the sixteenth cen- 
tury B.c. If there was an appreciable Asiatic influence in the Aegean in and after the 
Hyksos Period, it followed channels opened up by the lively intercourse of the preced- 
big age, the age of Egyptian hegemony under the Twelfth Dynasty.*^ The movement 
in the opposite direction is difficult to define. At Byblos, in the princely tombs, silver 
vessels were found which include fragments of cups with the running spirals often called 
Aegean; but no Aegean counterpart is known. The pattern of running spirals is tdti- 
matdy derived at Byblos, as at Mari, from the Aegean, but not necessarily at this time 
or through die work of silversmiths." The very fact diat these vessels are of silver favours 
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an Asiatic origin. Silver vesseb were found with Mesopotamian cylinder seals and amulets 
in bronze chests deposited by Pharaoh Amenemhet n in the temjde of Montu at Tud 
in Upper Egypt.^ One of these^ has a handle like that of die £unous gold cups &om 
Vaphio in the Peloponnese. But there are no exact Aegean parallek for the other vessels, 
and the hoard as a whole is perhaps best explained as tribute sent from Asia. Like the 
cup from Byblos, these vesseb would merely reflect A^ean influence on die Levant.^ 
The uncertainty attaching to the homeland of Aegean derivations u emphasized by 
the large number of indubitable imitations of Egyptian objects. In the same tomb at 
Byblos which contained the silver vesseb, was found a breast-plate of sheet gold which 
follows the pattern of die Egyptian ‘broad collar*. When such collars were worn by the 
living, they consisted of separate strands of beads and pendants hdd together by a fldcon- 
head ‘clasp’ at either end. In sheet gold they were put round the necks of mummies,^ 
but those from Byblos difler in certain detaib - die feathering of the big Cleons’ flices, 
and the objects held by the smaller falcon, and must, therefore, have been made locally. 
The methods of design of die Byblite goldsmiths can be followed clearly on a dagger 
with a hilt and sheath of embossed and engraved sheet gold (Figure 6o). The figure on 



Figure 6o. Gold dagger and sheath, from Byblos 


the hilt strikes one as Egyptian in general appearance. Yet it could not be matched on 
any genuinely Egyptian monument.” Not only its excessive slenderness but abo die ab- 
sence of sceptres or other attributes in its hands b un-Egyptian. The crown recalls the 
‘White Crown* of Pharaoh, but lacks its globular ending; in thb case the difference b 
not a result of careless copying, since we know that a tall head-dress with a flat flower- 
like top was used in Syria.” Whether thb itself represents an imitation of the ‘White 
Crown* b another question.” 

The design on the sheath includes one unmbtakable Egyptian motif : the baboon held 
on a rope by a kneeling man. It occun abeady in tombs of the Old Kingdom. The dress 
of all the men, a short kilt, and also then short hair and beardless &ces are derived fiom 
Egypt, not fiom Syria. The lion and antelope is a commonplace of design all over the 
ancient Near East. The man on the donkey b exceptional, perhaps a native invention; 
he carries, at any rate, a scimitar, which b a native weapon. Thb mounted figure con- 
veniendy filb the widest part of the sheadi, as die fish fits into its narrow aid.” 

Another example of Syrian metal-work (F^;ure 6i)” b closely related, on the one 
hand, to die dagger we have just discussed and, on die other, to the seiniitars with bar- 
barian inlaid hieroglyphs fiom the Byblite tombs. The design on the hilt b convention- 
ally described as a hunting-scene, but b evidendy composed with an exclusive regard fi>r 
die decoration of the given surfiice. There can be no doubt that thb dagger is of Syrian 
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workmanship, but it was found in a tomb in Egypt, where a ^ 
man with the Semitic name of Abd was buried; and the in- 
scription on the handle names die Hyksos king Apepi and his 
retainer. The handle apdy illustrates the permanence of the 
Syrian style of design, which arose when Egypt dominated the 
Levant, and continued after the collapse of the Middle King- 
dom, when the Asiatic Hyksos overran Egypt, in the eighteenth I 

century b.c. \\ 

But in nordi Syria the decline of Egypt created a vacuum 
which was filled by an intensiftcation of Ae age-old influence of I 

Mesopotamia. Its impact can be observed wi^ particular clarity »§ ^ I 

at Tell Atchana, ancient Alalakh, situated in the plain of Antioch 
at the point where the road from Aleppo to the coast crosses the 1 

Orontes." ^^1 

A palace was founded at this site by one Yarimlim, who was \\ 

in correspondence with Hammurabi of Babylon and Zimrilim Cr 
of Mari (Figure 6 a). It rose on three terraces above the town, f ( 
and is more interesting as a link in the chain of architectural 
developments than because of its intrinsic value. There is htde Figure d- Dagger hilt; 
purposeful planning. It lacks monumentality and is essentially Saqqara 

an elaborate dwelling. But in the northern part we find for 
the first time basalt orthostats used as a revetment for the lowest part of the walls, a 
usage found later in Anatolian Hittitc and in Assyrian buildings. The door-sills, too, 
were made of basalt. Wood was extensively employed to strengthen the mud-brick 
upper portions of die walls and also for door-ftames and for the pillars in the colonnade 
between two rooms (5 and 5 a on the plan). By all these devices the northern part of the 
palace was adapted to the representative functions of kingship. The southern part, on the 


Figure 61. Dagger hilt; 
from Saqqara 
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other hand, is purely domestic. It is more dimnly built, of mud-brick alone, and skirts die 
endosure wall of t^ Citadel at die top; it continues &rther to die south, but the re- 
mains diere are very fi^mentary. It is characteristic that these domestic quarters, and 
not the state apartments, occupy the highest of the three terraces. They are similar to 
what die living quarters in any rich private house might have been, grouped round a 
rectangular opoi court. A stairway (in lo) leads down to the main court and up to what 
must have been a splendid suite of rooms on a second storey. For high in the upper 
debris of rooms 11-13” were fragments of painted plaster and basalt bases for wooden 
columns which must have fiUen from above. The plaster is said to diow bands of blue 
and yellow; or of yellow, red, and black; also bulls’ horns, perhaps a bull’s ear; and a 
tree or dirub with twigs and leaves sketched in dark green on a greyish-green ground 
colour, which itself appears against a ted background. The description pardy resembles, 
and pardy difiTers from, the contemporary paintings of Mari, but nodiing more can be 
said until the fragments are published. It seems, in any case, that some of ^ state apart- 
ments were found on the south side of the main court, adorned with basalt orthosuts 
Uke the rooms to die north of it. These had also basalt door-steps, fine cement floors, and 
white walls where no trace of wall paintings was found. A few steps lead up to room 5, 
which one entered through a wide doorway carried by four wooden pillars. Room 2 
was raised yet one step higher and had a central column. Rooms 5 and a were evidendy 
die most important in the building, and we shall see that they prefigure the bit-hilmi 
which was the disdncdve palace of the same region in the first millennium b.c. 

The head of plates 137 to 138 was found in a chapel adjoining the palace of Yarimlim.^ 
It is the only piece of statuary found in Syria which was made by a thoroughly com- 
petent artist. This sureness of touch, the coherence of die work, betray a hand trained in 
a well^tablished school. One thinks naturally of Mesopotamia, but there are nowhere 
dose parallels. The ’head of Hammurabi’ (Plate 63) is much more impressionistic in its 
surfiwe treatment; and the sculptures from Mari are more convendonal and coarser dian 
our piece. There is no evidence as to the sitter’s identity, but it is natural to think that 
it represented Yarimlim, the builder of the palace in which it was found. It has an aston- 
ishing freshness, and many details cannot be matched elsewhere. I do not now refer to 
die curious head-dress, from whidi the hair protrudes in conventional spiral curls, but to 
the rendering of the moudi, the eyebrows (which do not join in the middle), and to die 
livdy and alert carriage of the head as shown in the back view. 

A small and badly damaged head was found together with the one just discussed; it 
seems ill-proportioned and conventional,’’ and no other objects of the period deserve 
mention. 


The Mitannian Era (circa 1450-1360 b.c.) 

The peacefid and prosperous age of Yarimlim was followed by a period of confusion. 
Hammurabi conquered Mari about 1760 B.C., and may have advanced as fiir north as 
Alalakh. Mursilis I, the Hittite king, destroyed Alalakh in die course of his raid on 
Babylon about 1595 B.c. Soon afterwards the Hyksos, driven out of Egypt, were pur- 
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sued by the Pharaohs of die Eighteenth Dynasty, anxious to establish their dominion 
over the homeland of the hated barbarians. Their piecemeal conquests were consolidated 
by llxutmosis III between 1500 and 1450 b.c., and the peace thus imposed on the Levan-* 
tine coast found its counterpart inland, where the state of Mitanni had maintained itself. 
This kingdom soon entered into an alliance with Egypt which was sealed by the mar- 
riage of Mitanni^ princesses to successive Pharaohs. A period of great prosperity lasted 
until 1360, when the Hittite king Suppduliumas, unwisely drawn into a dynastic quarrel 
by the Mitannian royal house, crossed the mountains and subjugated Syria. 

We have stated before (pp. 117 and 131) that the Mitanni were newcomers in the 
north Syrian plains who spoke an Indo-European tongue, worshipped Indra, Mitra, 
and Varuna, and imposed poHtical unity on die natives. The population thus temporarily 
united into a single state was by no means homogeneous; it contained, among older 
strains, a recendy immigrated element, the Hurrians, who had arrived a litde in advance 



Figure 63. Mitannian seal impression 


of the Mitanni, presumably as part of the same movement of peoples which caused ulti- 
mately the Hyksos invasion of Egypt. Of the Hurrians litde is known outside their lan- 
guage, but they formed an important element in the state of Mitanni. Throughout the 
kingdom, documents were written in Hurrian. But neither the Hurrians nor the Mitan- 
nians possessed an art of their own,^ the latter resembling in this respect all other peoples 
speaking Indo-European tongues. Unlike the Greeks, however, the Mitanni were not 
granted the respite indispensable fi3r die formation of an individual art under foreign 
stimulus. Throughout the Mitannian domains the distinct origins of the elements of de- 
sign remain clear. Mesopotamian traditions were combined with those of the local 
regions and also widi stimuli received from Egypt and from the Aegean. A distinctively 
Mitannian style of design is found only on seals and on pottery. Figure 63 shows a char- 
acteristic symmetrical seal design in two tiers, in contrast with Mesopotamian usage 
which, in older periods, sometimes divided the surface horizontally, but did not space 
its motives freely above as well as beside one another. The commonest motifi on Mitan- 
nian seals are the Pillar of Heaven, the Sacred Tree, and the griffin.*^ Fine specimens of 
this school are rare, but there is a widely distributed popular style, which is not a deriva- 
tive, but, on the contrary, the foundation, of the more sophisticated style. 
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Figuie 64. Mitannian pottery, from Tell Atchana and Tdl Billa 


The painted pottery characteristic of Mitanni, which is known under a variety of 
names,” is shown in Figure 64. Two examples come from the extreme east of the king- 
dom, from Tell Billa, north-east of Mosul; the others from the west, Alalakh (Tell At- 
chana) in the plain of Antioch. It is represented elsewhere, at Nuzi, Assur, Nineveh, Tell 
Brak, Hama, Tell Tayanat, and Ras Shamra.” It appeared about the reign of Shau- 
shattar, in the middle of the fifteenth century b.c., and continues at Alalakh, in elaborate 
examples of mostly large vessels, into die thirteenth century B.C. The commonest form 
is a tall cup, gracefully decorated with white designs on a dark ground. It has been 
thought that this pottery shows Aegean influence, for, aldiough the tall cup with die 
button foot is common in Mesopotamia and Syria firom the beginning of the second 
millennium, die white-on-dark designs have no antecedents. But by 1450 b.c. the Cretan 
vogue of diis technique was long past, and the running spirals were well established in 
both Egypt and the Levant.” Moreover, the birds, guillodies, and other modfi are 
diorougUy Asiadc. The complicated baroque designs which include a ‘double axe' ate 
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the latest phase of this ware at Alalakh. It is unknown elsewhere, and cannot be of 
Aegean derivation.^ It is true that at Alalakh a porphyry pedestal lamp was found, of 
Cretan type, and probably manufacture,® but Cretan imports are exceedingly rare in 
the Mita nnian area, and Aegean mfluence in the Levant remains an elusive factor during 
this period. 

There is neither architecture nor sculpture which we may call Mitannian, and neither 
the capital nor the precise extent of the kingdom is known. All we can do is survey the 
region which the Mitanni ruled or which shared, at least, the prosperity consequent upon 
the comparatively stable conditions which they created. 

Our survey starts far in the East, at Kirkuk, beyond the Tigris, where a city called 
Nuri (which had existed from Early Dynastic times) had been occupied by Hurrians 
acknowledging Shaushattar of Mitanni as their overlord.-” It is remarkable that the 
temples were planned on lines familiar from Early Dynastic times and which we have 
described above (Figures 5, 6, and 10) ; but the entrance of one of them was apparently 
flanked by two pairs of lions, one pair standing and one crouching (Plate 140). This is an 
old Mesopotamian usage, but the Nu2i lions are rather smaller th^ the copper and terra- 
cotta specimens of earlier periods, and they are glazed. Glaze had been used for beads 
and small objects in Mesopotamia, but its wide application to vases and figures, and a 
little later to orthostats and bricks, goes back to the period under discussion. Whether 
it was contact with Crete or with Egypt that was responsible for this innovation we can- 
not decide; in the Egyptian Middle Kingdom, but also in Middle Minoan Crete, objects 
such as vases and figurines were coated with polyclirome glazes, and both countries 
traded with Mitanni. 

If the technique of glazing large objects was new, modelling in clay was an old art in 
Mesopotamia, and the crouching lions from Nuzi arc very wcU made. The pair of stand- 
ing lions” is less satisfactory. They are built up of separate parts: body and head, legs and 
base, but the body seems to have been modelled on a plank or mat. It has a flat under- 
side, quite out of keeping with the rest. But this bleini^ only obtrudes itself in profde, 
and in a figure guarding a gate the front view is, of course, the most important. 

The crouching lion (Plate 140), likewise about one foot long and ten inches high, is, 
however, completely successful. The compact, muscular figure, excellently propor- 
tioned, resembles Assyrian work of later times rather than its Babylonian predecessors. 

In the same temple a green faience head of a boar (Plate 139) was found. It is small - 
the disk is about five inches in diameter - but very well modelled. It is, perhaps, best 
understood as the head of an ornamental nail. Such nails, with glazed round knobs, weie 
driven into the walls of the temples in horizontal rows in Assyrian times. But in earlier 
times too ornamental nails, whose heads, for instance, formed rosettes of coloured 
stones, had been used in temple architecture. The boar’s head of plate 139 seems to have 
been pressed from moulds consisting of two identical halves; and this process suggests 
that a considerable number were made. 

At Nuzi samples of mural painting survived too (Figure 65). They were found in 
private houses where they emphasized the most important section of the room. This 
section corresponded with the area round the altar in a temple. We have seen that this 
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stood in &ont of the short wall fitdiest away from die enttance. hi private houses the 
host and his guesti were evidently seated in the same place, and while the other walls 
were covered with an even colour, grey fir instance, one short wall, bdiind the owner’s 
place, was divided into three vertical pands, coloured grey-red-grey and separated by a 
guilloche or twist. Above these panels there might be a decorative design of the type 
^own in figure 64. This painting is a striking illustration of the fiuhion (found through- 
out Mitanni) of combining designs and motifi of quite separate origins. While the guil- 
loche or twist was used in Mesopotamia from Early Dynastic times, and occurs in wall- 
paintings in the palace of Zimrilim at Mari, the female heads are shown by the cow’s 
cars, and the form of their coiffure, to represent the Egyptian goddess Hatiior. The tiiree 
litde feathers on her head are a purely Asiatic addition. The plant designs in the panels 



Figure 65 . Wall painting, from Nuzi 


Hgure 66. Painted cup, from Tell Btak 



are typically Syrian transformations of Egyptian prototypes. It would be pleasant if we 
could be sure that the bull’s heads represent the Aegean in diis medley, and this is quite 
possibly the case, but such heads also occur in contemporary ceilings in the tom^ at 
Thebes in Egypt, and also, as space-fillets, on contemporary Syrian seals.^ 

Moving westwards we meet another type of painting at Tell Brak (Figure 66). 
Among pottery usually decorated with geometric designs occurs a cup where such orna- 
ments are confined to a secondary position, while the main surfiKc shows the inot of an 
ill-shaven man with side-locks. The temptation to look upon this cup as a joke, a pro* 
cursor of the Toby jug, would probably lead one astray, for a mmilar vessel, in a difierent 
technique and of an earlier period, was found at Jericho.^ And a little later cups with 
human faces - this time of women - occur throughout the Levant. But the mtan ing of 
figure 66 remains obscure. 

The next site, to the west, is Tell Atchana (ancient Alalakh) in dte plain of Antioch. 
Anumber of ivories found here^ diows the same mixture of foreign and native fisatures 
which we observed in the Nuzi vrall paintings, l^yptian influence is represented by a 
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toilet vaic with a handle shaped like a duck*s head and neck; Hitdte influence by a fiag- 
mentary inlay with a griffin bearing a lion s head on its breast (see above, p. 131) and by 
a disk with dbc 'signe royal*;^ Aegean influence by the hanffie of a small tool with a 
Mycenaean scroll pattern.^ Most of these ivories were found in the palace of king Niq- 
mepa who acknowledged Shaushattar ofMitanni (about 1450 b.c.) as his overlord." 

There was, apparently, no sculpture in stone of the quality of the head of Yarimlim. 
The pieces which survive do not possess any common features. A statue of King Idrimi 
of Alalakh bears an important historical inscription which covers most of the figure but 
is a most clumsy and primitive piece of carving." If it had not been for the text it would 
probably have been ascribed to the third millennium. At Tell Fekkcriyah, near Tell 
Halaf, on die Khabur, two alabaster statuettes painted red were found which are equally 
primitive but quite dissimilar to Idrimi’s statue." And at Alalakh, in Niqmepa’s palace, 
a number of small stone figures turned up, so coarse diat they seem mere fetishes." 
These heterogeneous works represent the unaided attempts of the Syrians, There was no 
native tradition of stone carving comparable with those of the minor arts, especially 
work in metal and in ivory. But a single headless statue found at Ras Shamra betrays 
Mesopotamian influence in die composition. The feet are placed together, and on either 
side stone is left standing between the base of the statue and the lower edge of the gar- 
ment, so diat the figure is strengthened and less likely to snap at the weakest place, about 
the ankles. The dress consists of a mande or shawl with a very heavy edge, a covering 
well known from seals and bronzes (Plate 142). 

Architecture in north Syria possessed a sound tradition, and the palace of Niqmepa 
continued in the style of Yarimlim’s architects, although it dispensed with terraces built 
at different levels (Figure 67). It used wood, moreover, in a most lavish fashion, proof 
of the abundance of timber on the Amanus, and on the hills in the plain of Antioch 
wliich arc now so sadly deforested. The building stands on stone foundations; die lower 
parts of the walls, up to almost three feet, consisting of coursed rubble outside and basalt 
orthostats within. Next follows a construction of wood and bricks: beams, sometimes 
as much as a foot in diameter, arc laid flush with the inner and outer faces of the walls, 
and support short timbers lying across the wall at intervals of two to four feet. The inter- 
stices arc filled with sun-dried bricks. These arc followed by more beams supporting 
timbers, and so on. This use of wood is extravagant and out of all proportion to its use- 
fulness. The mode of construction was invisible, for the wall was plastered, but it sur- 
vived atTdlTayanat, the eighth-century successor to Alalakh, and also at Zin^irli (p. 169 
and Figure 83 below). 

The plan shows two distinct parts: a main section (rooms i-io), and a later addition, 
built as a separate unit round the north and cast sides of the main building and accessible 
only through the latter. The forecourt of the palace was irregular because of the older 
buildings round it. One entered it from the north-west comer, and followed a path of 
baked bricks which would not get slippery and muddy in rainy weather like the remain- 
ing stampcd-clay floor of the court. The palace entrance was a portico with two columns 
on limestone bases, placed at the top of a short flight of steps. To the right was a 
guardroom through which one entered the annexe of the palace. To the left another 
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Figure 67. The palace of Niqmepa, Tell Atchana 


guardroom gave access to the upper storeys by means of a built-in staircase, and also to the 
main court (2). On the two narrow sides of this court are suites, each of two connected 
offices; at the back are two suites of residential quarters. One consists of three rooms 
only, presumably a bedroom (4} with bathroom (3) and lavatory. The other suite is 
much larger (rooms 5-10), but contains likewise a bathroom (7) and lavatory (6). The 
annexe consists of magazines and offices, and contained the state archives (11). In this 
room walls and floors were covered with a white cement plaster, and the tablets - prob- 
ably packed in jars or baskets - were placed on low shelves around the walls. Fragments 
of treaties and many royal letters were found here. Room 12 was, one presumes, the 
office of the scribes. 

The wide doorways supported by a column are remarkable. They recall porticos 
in Egyptian private houses at Lahun (Middle Kingdom), and if the parallel hol^ good, 
the spaces south of them were not rooms, but light-shahs or snudl courts with one 
part covered in. There was, however, a second storey in the annexe, and it has even been 
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supposed dut die extreme diickness of the walls at the northern and south-eastern ends 
in^cate a diird storey. 

The palace of Niqmepa u of great interest as an example of the type of buildup which 
developed into the Ut-hilmi, the palace distincdve of north-Syrian architecture in the 
first millennium b.c. The entrance is not decorated with sculpture, the portico (i) and 
the main apartment (4) are less elongated than in the later buildii^, and these two rooms 
are part of a more complex architectural unit than one finds, for injManrp, at 2Un(irIi. 
But die differences mark the true bit-hilani as a specialized form of the type of construc- 
tion known about 1500 B.c. in Niqmepa’s palace. And we can follow its history - or 
rather its prehistory - back to the eighteenth century b.c., for the elements of Niqmepa’s 
building are all present in the state apartments of the palace of Yacimlim (Figure 62), 
where they are less clearly grouped. There the steps and pillared entrance which lead 
into the reception-room (5) are part of the interior appointments of the northern block 
of the palace. Yet the main room (2) lies behind portico and recepdon-room exacdy as 
it does in Niqmcpa’s palace and in the later bit-hil<mi. Even the characterisdc situadon of 
the staircase immediately to the side of these two rooms occurs in the palace of Yarim- 
lim. It is merely necessary to eliminate the three rooms (7, 5a, and 8) which separate 
the pordco from the main court (9) to obtain the arrangement of Niqmepa's palace, in 
which an impressive ornamental feature obtains its full efiect by contrasting the fiifade 
of the apartments, where the ruler fulfils his representative functions, with the spacious 
and semi-pubUc area of the main court. The architects of Niqmepa show a distinct 
concern for appearances, and their structure is distinguished from the homely palace of 
Yarimlim as a manifesdy public building is from a rich dwelling. The general trend 
shown by a comparison of the two plans would suffice to account for the elimination of 
the rooms which separated so effective a feature as the portico from the main court, but 
a recently discovert palace at Ras Shamra corroborates our surmise,’* smee it shows a 
plan which can be regarded as a transition firom the older to the youi^er scheme of the 
Alalakh palaces. It possesses, like the palace of Yarimlim, a monumental group (rooms 
1-5 in Figure 6a; cf. p. 139) comprising a portico with two columns at the head of some 
steps, and behind it a square room with a central colunui. To the right of these rooms 
Ues, in both palaces, a staircase, of which the long central support is preserved. In both 
palaces the whole of this monumental suite of rooms forms an almost self-contained 
structure, but at Ras Shamra it is placed in die forepart of the building, and die rooms 
built at the back of it resemble in character those which lie in front in die palace of 
Yarimlim. The palace of Niqmepa shows a plan more fully int^ated than that of the 
palace of Ras Shamra which is roughly contemporary widi it; but if the latter diares a 
certain incoherence with the palace of Yarimlim, it resembles that of Niqmepa by the 
position of the state apartments. 

The origins of die btt-hilani are thus found in Syrian architecture of the second mil- 
lennium b.c. There is no reason for calling these palaces Mitannian, for diey are not 
found diroughout die kingdom (at Nuzi, as we have seen, local architectural traditions 
persisted), and dieir antecedents go back to such buildings as the palace of Ya riml i m , 
which antedates Mitanni by three centuries. 
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Ilie afSmdes of die other buildingi at Ras Shamra are difficult to asim. Few are wdl 
enough preserved. During the Mitannian era the dty was equipped with a port at Minet 
el Beida, and with a wall of rough stonework recal^g those of Hia sa rli k (Troy I) built 
1,500 years earlier.” It was provided with a owmel or postern for sorties during siege, 
resembling diose found at Boghazkeuy, Alishar, Mycenae, and Tiryns. It seems likdy 
that there is a connexion between the Anatolian and Syrian instances, but we do not 
know where the device originated. 

It was also at this time that an alphabet consisting of twenty>nine cuneiform signs was 
invented at Ras Shamra. The texts written in this script are couched in a language closely 
related to Hebrew and Phoenician; they include mythological poems depicting vividly 
the quarrels and feasts of the gods. It is natural that one should wish to recognize these 
passionate divinities on the monuments where gods are depicted. This, however, is im- 
possible. Even in Mesopotamia, where our material is much more extensive, we succeed 
not as often as one would expect in establishing correspondences between the imagery 
of the monuments and passages in the texts. Considering the stele of plate 141. it is a safe 
guess dut it shows a weather-god, because diese were all-important in the Syrian Pan- 
dieon. The two undulating lines at the bottom of the stele probably indicated the moun- 
tains where he resides, and the zigzagging butt of his spear, with its strange excrescences, 
could very well indicate lightning. Yet all this is surmise. 

The costume of the god has affinities with Syria and Anatolia. The pointed helmet 
occurs on seals of the Second Syrian Group” and in a bone figure of a god found at 
Nuzi.” The honu which indicate divinity and the curled locks occur on the same group 
of cylinders. The broad metallic band, the sword with the curved tip, the hilt divided 
into narrow horizontal bands, recall the god on die Royal Gate at Boghazkeuy (Plate 
127). 

While the accoutrement of the god points to the north, the style of the figure has 
southern affinities. The attitude, with lifted mace, repeats the traditional pose of Pharaoh 
victorious over his enemies; the slenderness of the figure, the modelling of the knees, the 
absence of shoes or sandals, and the omission of toes in the drawing of the fixt, confirm 
that the formal inspiration of the stele was Egyptian. The steles of an earlier age found at 
Ras Sham» (p. 137 above) also showed Egyptian influence, but in a diflerent manner. 
They borrowed objects and attributes fiom Egyptian renderings of gods, but they lacked 
the orderly arrangement of plate 141 - the ground-line, the raised border at the c^ge of 
the stone. In plate 141, on ^ other hand, the subject is purely Asiatic, but its clarity of 
disposition andits strong yet diversified outline are deriv^ fiom Egyptian art. The small 
figure on a pedestal in fiont of the god probably represents a goddess allied with him. 
She seems to hold a plant.” 

An entirely diflerent type of stele was set up about the same time at Beisan (Bedt 
Shan) in Palestine (Plate 147). Everything about it is enigmatic. It would teem unhkely 
diat so cosdy a monument was erected to commemorate die prowess of a hunting dog. 
But the symbolical interpretation which has been attempted, and according to which the 
a n i m al s represent two hostile peoples or dieir gods, would be more acceptable, if any- 
where else in the ancient Near East mere animal*, 'without attribute*, yrere known to 
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have served as such symbok. It is, of course, impossible to measure the length to which 
the fancy of a provincial ruler may go; in any case his orders were in this case executed 
by a well-trained craftsman. The drawmg of the hon closely resembles that on a gold 
bowl from Ras Shamra (Figure 68) ; here dots or hatchings accompany the outline of the 
body and on the stde a separate continuous hne. The articulation of the forelegs re- 
sembles that of the jumpmg hon on die right of figure 68; so do the incisions marking 
the ribs and the stylization of the manc.®^ It seems certain, therefore, that die stele was 
carved in the Levant, perhaps even m north Syria. It may have been included among the 
loot brought back to Beisan from a raid. Such a hypothesis, based on the resemblances in 
design with the Ras Shamra bowl, is ako attractive, because no stonework ci approx'- 
mately the same quality has been found in Palestine. 

We have already mentioned a headless stone statue found at Ras Shamra (p. 145 
above). Plastic works in the round were, however, usually cast in bronze at this time; 
and among these that of plate 142 stands out. It is completely modelled in the round 
(which is rarely done in Syria) and seated on a three-legged stool, but this probably 
served to mount die whole on a more elaborate throne of other materiak. The feet were 
fixed with dowck to a footstool. The Syrian dress with ±c thick rolled edge is shown 
here to consist of a narrow shawl with fringed border. This hangs across the knees, passes 
over and behind Ae shoulders, and is tied round Ac waist, leaving Ae chest bare. The 
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eyes were The line which looks in fronc-view like 9 chiiMttap resembles in profile 

that which limits Yarimlim's beard (Plates 137-8)* The tall Syriafl 6 It cap* the dress, 
and die bare feet disdi^uish this figure firom the Anatolian bronzes (Plate 139) with 
whidi it shares its full round modelling. Similarly dressed figures are common on Syrian 
seals of Ac second group,® and plate 142 Aows clearly a Syrian, not a Hittite work. It 
probably r^resents a ptincej for a king of Alalakh had h i msel f deleted on his cylinder 
seal in the same attire.® 

The of plate 143 would be a fitting parmer to Ae one we have just discussed. 

The mniltfllmg of ^ face is full, as in Hitdte bronzes, but it was found at Ras Shamra, 
and is supposed to be somewhat older. It is usual to describe such figures as 'goddesses ', 
but there is no evidence t h at this is correct. In our figure Ac head-dress is a kind of tur- 
ban, wiAout horns or other Avinc attributes, and Ac dress may consist of a shawl wiA a 
thickened edge, but it is not clearly Aaped. It seems that a cord passing across Ae throat 
holds it in place on Ae Aoulders, leaving Ae breasts bare. One hand is held out, Ae 
other may have grasped a fiower, sceptre, or o Aer attribute. It is odd that Ae figure is 
very well modelled in part only. It is not only flat at the back, but the body consists 
simply of a flat strip of metal bent at Ae hips and knees, as in plate 144. This is a common 
trait of Syrian bronzes of Ae fourteenA to the twelfA century b.c. We cannot say 
wheAer Ae figurine represents a queen or a deity, but plate 144 may well represent a 
goddess; Ae gesture, Ae head-dress, and perhaps even Ae breast-ornament® suggest it. 
There were two gold ear-rings, of which one is lost. 

While Ae date of many figures in the round remains uncertain, there are two well- 
dated gold bowls from Ras Shamra which belong to Ae Mitannian era. This is not only 
suggested by Ae stratification, but also by Ae design of one of Aem (Figure 68 ), which 
Aows in its artificial plants, for instance, close affinities to decorative elements used in 
Ae tunic and other equipment of Tutankhamen.® It is an excellent example of Phoeni- 
cian syncreAm, half a millennium before Phoenicians in Ae proper sense arc known. 
The flying leap of Ae lions, and perhaps also Ae plants growing from Ae upper edge 
of Ae outer band of design, are ultimately of Cretan derivation, al Aough they may, at 
this time, have reached the Syrian engraver through Egyptian intermediaries. The little 
beardless figures attacking the lion (left-hand bottom) are Egyptian in character, but 
their action can only be matched on Mesopotamian seals and textiles. The squatting 
griffin and the winged bull are likewise Asiatic in origin - but all this is of little import- 
ance in view of Ae characteristic combiiution of motifs which is Syro-Phoenician. The 
blemishes of Ae design are equally Aaracteristic - the carelessness wiA which a fifA 
goat is added to Ae central pattern, while a plant is omitted so that Ae emphasis and 
clarity called for at this point are destroyed. The next strip, too, is wiAout equilibrium; 
Ae lions and bulls are placed in such a manner that the first seem to pursue the latter, 
alAough Ae interposed plants inAcate that a static - and, hence, symmetrical - design 
was intended. NeverAeless, Ae general impression of Ae bowl is rich and lively. The 
execution is unusually careful; the outlines of Ac animals are reinforced by rows of dots 
or hatching. The spirited drawing of Ae lions, goats, and bulls contrasts sharply wiA Ae 
Atee bleak momters in which Ae Aaughtsman was obviously not mterested. 


150 



THB LEVANT IN THE SECOND MILLENNIUM B.C. 

The bowl finds a very dose parallel in a piece of engraved bronze from Tyre (Figure 
(5p). It was originally nailed on a wooden, or sewn on a leather object. The figured parts 
are framed by a guilloche instead of the running spirals used in the bowl, but the sa iri f 
plant designs fill the spaces above and below the fighting animals. The main group con- 
sists of a lion anda winged and crested griffin interlocked in fight. The disputed prey is 
the carcass of a goat. 

The Sipcond gold vessel from Ras Shamra (Plate 145) is a flat-bottomed plate with a 
vertical rim. Its decoration differs completely both in subject and in style from its com- 
panion. The decoration of the bowl (Figure 68) is essentially an engraving, even though 
the figures are cursorily embossed. The figures of the plate are, on ffie contrary, properly 



Figure 69. Engraved bronze foil, from Tyre 


modelled in relief, and only minor details - on the ribs, cars, and muzzle, for instance, 
of the charging bull - arc added with the graver. The decoration of the bowl is exuberant 
and playful; it camiot be said to have a subject at all.^* But the designer of the plate has 
attempted to adapt a knightly subject to the circular surface. The centre alone bears a 
purely ornamental design of four wild goats, which resemble unicorns because their 
horns were forced out of place by the central circle. Round this decorative centre-piece 
whirls a chase. The hunter in his chariot is shown at the moment when he overtakes the 
game and has tied the reins round his waist in order to free both hands for the drawing 
of the bow. The game consists of a herd of wild cattle. The animal bringing up the rear 
is a bull, then follows a cow accompanied by her calf, then again a bull. Since this last 
figure closes the circle of design, it appears to pursue the hunter. The draughtsman has 
made a virtue of necessity by showing it lowering its head for a cliarge. But if this threat 
to the chariot were taken seriously - as has been donc^ - the hunter would be depicted 
on the verge of violent death, tipped out of the light vehicle, and dragged over the stony 
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Hguie 70. Ivory gaining board, &om Enkomi 


desert by his rushing team. However, if we compare the plate with another rendering 
of this subject, which is not arranged within a circle, the influence of the round sur> 
face becomes clear. On the side of an ivory gaming board found at Enkomi in Cyprus 
(Figure 70) the disposition of the figures makes sense. Here, too, a charging bull 
appears; it is a wounded animal which turns to attack its tormentors, but it may be 
circumvented. 

If we do not force a realistic interpretation on to the decoration of the gold plate, we 
must admit that the transposition of the conventional knightly theme to a circle is 
cleverly managed, even though its mechanics are transparent: the chariot and the tluee 
head of cattle form a square round the central design. A wild goat, in headlong flight, 
fills the outer space, somewhat clumsily, on one side; a himdiig dog on the other side 
serves the same purpose.^ One more small animal may have filled the space in front and 
above the cow where the surface is lost. 

The Has Shamra plate gives us the earliest Syrian version of a tlieme found throughout 
the ancient Near East in the second and first millennia b.c. The knowledge of the 
horse-drawn chariot spread with the migrations of the Hyksos Period and seems con- 
nected with the Indo-European-speaking people which were part of the migrating 
hordes. But the origin of the actual device has nothing to do with its rendering in art, 
as is often erroneously assumed.** Sooner or later, but independently, each coimtry intro- 
duced the new invention into its artistic repertoire. The Egyptians** and the Mycenaeans 
were the first to do so, in the fifteenth century b.c. But the question of priority is mean- 
ingless, where the views taken of the subject differ so completely. The Assyrian saw in 
the horse as a rule a labouring draught-animal (Plate 84) ; the Egyptians a noble creature, 
prancing, with curved neck and hollow back; the Mycenaeans a miracle of fleetness 
hardly touching the soil.** The Ras Shamra plate does not conform to any of these 
renderings. It is less realistic than the Assyrian, but more than the Egyptian. 

Notwithstanding the individual treatment of the chariot-hunt in each country, it is 
still a traditional theme. This is best shown by the fact that the rules of the game are 
everywhere the same. On the flat Syrian desert one could almost everywhere let go of 
the reins to take aim. In Egypt - let alone at Ras Shamra - there were but few stretches 
of ground where this was possible. The realistic Assyrians - but also the Mycenaeans - 
put a charioteer in charge of the coiuse beside the hunter. The Egyptians, and many 
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LevantincSt show themselves adhering to the proper rules, for the chariot^hunt had a 
social, a symbolical significance. Introduced by the Mitanni it was a knightly sport, the 
prerogative of kings and nobles. Its wide distribution through the ancient world illus- 
trates well the cosmopolitan character of the Mitannian era — cosmopolitan in the sense 
that intercourse between countries was easy and stimulating, yet national individuality 
was everywhere preserved. 

The Hittitb and Ramessid Era (1360-1150 b.c.) 

The prosperity of the period we have just discussed rested upon the stability which the 
Mitannian kingdom had brought to north Syria. The Hittites were confined to Asia 
Minor. With Egypt - after initial conflict - relations were friendly. From about 1450 b.c . 
the alUance was sealed by the entrance of Mitannian princesses into the households of 
successive Pharaohs. The combined powers were unassailable. Under Amenhotep III 
(1405-1370 B.c.) no Syrian expeditions - not even military displays - were deemed 
necessary. Under his son Akhenaten a false sense of security led to disaster. Dushratta of 
Mitanni provoked the Hittites by advancing towards the Taurus; when they struck, 
Akhenaten did not act. He was absorbed in his religious reforms which imposed a solar 
monotheism upon an unwilling people, and he gave litdc attention to Asiatic develop- 
ments. 

At first the prestige of Egypt induced caution. Mitanni was destroyed, the country as 
far south as Aleppo and AlalaHi occupied, yet the Hittites avoided a direct conflict with 
Egypt. But they fostered intrigues and terrorism among the Egyptiar* vassals who, m 
tlie absence of support, increasingly transferred their allegiancc.^^ About 1360 B.c. the 
great Hittite king Suppiluliumas marched south. In campaigns extended through five 
years he subjugated the whole of Syria. 

Egypt could not attempt to regain her position in Asia before internal order had been 
restored. Akhenaten^s second successor, Tutankhamen, abolished the religious reform; 
two reigns later Seti I (1318-1298 b.c.) initiated the reconquest of Palestine and Syria, 
and a new equihbrium was established when his son Ramses II (1298-1232 b.c.) con- 
cluded in 1273 B.c. a peace treaty with the Hittite king Hattusilis, in which he abandoned 
his claims to the regions nordi of the Lebanon. Henceforth the art of Palestine and south- 
ern Syria was dominated by Egypt, but a corresponding Hittite influence in the north 
cannot be observed. For Hittite art was feeble outside the capital and without tradition. 
The north Syrians continued to work in the hybrid styles established in the Mitannian 
era. But die Aegean element in these styles became stronger than it had ever been. 
During the thirteenth century b.c. Aegeans were everywhere along the coasts of 
Anatolia and the Levant; the tombs found at Minet cl Beida, the port of Ras Shamra, 
are almost as strongly Mycenaean (Late Hdladic III) in character as those of Rhodes or 
Cyprus. 

Once again the ivory carvings reflect most clearly the mingling influences. We have 
cited them before, for the same purpose (p. 131 above), and it is a mere accident that 
the examples from die Mitannian era arc fewer and smaller than those we can now 
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describe. For Syria had for a long time been the main source of ivory outside Egypt.** 
Thutmosis III in the fifteenth century hunted elephants near the Euphrates and k^ed 
120, which riiows that there were large herds.** Tiglathpilesar I of Assyria hunted them 
about 1 100 B.C., but already in the palace of Yatimlim, seven centuries earlier, tusks had 
been stored,*^ and tusks were also found in the tomb of Ahiram of Bybios.** 

Ivory was used for ornaments; for toilet articles such as combs, small containers, 
mirror handles, pins; and also for inlays in furniture. It so happens that we know a large 
group of ivories made between 1350 and 1150 B.C., and another group, to be discussed 
later, of the ninth and eighth centuries b.c. In both cases die similarities between pieces 
fiom difierent sites are so close that diey must be viewed as products of a single school 
of carvers with several branches. We cannot yet distinguish between these, nor do we 
know whether they were bound to certain localities or whether craftsmen carrying the 
ivory traveled fi:om place to place selling set pieces or carving to commission. 

The hall-mark of the school of the fourteenth and thirteenth centuries is the crested 
grifBn (Plate 148A), best known from Crete, where it appears (as in a single instance in 
Egypt) at the end of the Hyksos Period. It almost certainly reached both regions from 
Syria during the great migrations of the late eighteenth century b.c. which broke 
through all firontiers.** It is common on Syrian cylinder seals in use during that period,** 
and it was prominent in Mitannian and Middle and Late Assyrian art (Plate 90; Figure 
24). On some Mitannian cylinders, in the fresco of the ‘throne room’ in the Palace of 
Minos at Knossos, and on a beautiful ivory plaque from Megiddo (Plate 148 a) the 
griffin is at rest, die embodiment of a mysterious power, perhaps a personification of 
Death.** But in the post-Mitannian, Mycenaean period, and also in Assyria, its destruc- 
tive power (always implied by the leonine members) is especially emphasized. It hunts 
with lions or attacks lions, as on the bronze foil fiom Tyre (Figure 69), or on an ivory 
fiom Byblos (Plate 149A), where it mauls a bull which is also attacked by a lion from the 
rear. This piece belongs to the beginning of the thirteenth century b.c. On a splendid 
ivory box found at Athens two griffins are shown slaughtering deer.** On a mirror 
handle fiom Enkomi in Cyprus (Plate 149B) which belongs to the beginning of the 
twelfth century a pre-hellenic Theseus, his shield slung on his back, drives liis sword into 
the monster’s breast. All these works are related to one another; they are modelled in the 
round, not engraved.** They are remarkably forceful and imaginative. The collapse of 
the dying griffin in plate 149B is not more strikingly rendered than the eerie dreamlike 
yet compelling power of die vision of plate 148A. 

I confess to an inclination to see in such vivid renderings of imagined creatures a sign 
of Aegean influence. Mesopotamian equivalents are either much older - Early Dynastic 
or Akkadian - or roughly contemporary, namely Middle Assyrian. The characteristically 
Syrian treatment of diese themes is illustrated by the bowl from Ras Shamra (Figure 68), 
where the sphinx and the winged bull look dispirited and die squatting griflin dazed, 
while the real animals are full of life.** 

It is, in any case, impossible to separate clearly the Asiatic and Aegean strains among 
the carvings in ivory. The ivory gaming-board of figure 70 fiom ^ikomi, in Cyprus, 
shows, on the two long sides, hunting scenes which are predominandy Asiatic. The game 
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in its headlong flight, and the galloping horses, do not conform to the Mycenaean pat- 
teniy but rather to the Syrian one which had been evolved in preceding centuries under 
Aegean influence. They find parallels on a number of cylinder seals.®^ The attitude of 
the chanotecft, the bird above the horses, the attendant following the chariot on foot, 
and the head-dress which distinguishes him, arc all Syrian, not Aegean - truly Levantine, 
in fact. But one diort side of the gaming board shows wild cattle resting under trees.^ 
The general character of the designs, the long horns, wrinkled dewlaps, and free poses 
of the animals are entirely Aegean and without Asiatic parallels. 

This mixture of affinities is by no means confined to Cyprus, but is found throughout 
the Levant at this time. The port of Ras Shamra contained tombs with a quantity of 
‘Mycenaean* grave goods. But a study of the proper names®^ shows a predominance of 
Semitic with a strong admixture of Hurrian and some Kassite, and even Anatolian forms. 
The texts arc written in a Semitic tongue closely related to Hebrew and Phoenician, 
but using an alphabet developed from Babylonian cuneiform writing. In the town, in 
its port, and in the surrounding countryside the population was mixed. 

From a tomb in the port at Minct cl Beida comes the lid of a round ivory box (Plate 
150),®* dated by the objects found with it to the first half of the thirteenth century b.c. 
The chief figure is Crcto-Mycenaean in face and dress, but not in the manner of carving 
nor in its setting. It is clear that the carver aimed at rendering the Great Goddess of the 
Aegean. Her bare torso, flounced skirt, coiffure, and cap, tally with the Aegean proto- 
types, and the profile, too, agrees well with the fine spiritual faces of the best Aegean 
paintings. But her action conforms with Asiatic, not Aegean, conceptions of the god- 
dess. She holds some greenery on which two wild goats feed. Such an explicit statement 
that the goddess is a personification of the vital force of nature can be found in Meso- 
potamian art from Protolitcrate times onwards. But in Cretan and Mycenaean art the 
goddess is not shown ‘feeding’ the animals which attend her.®® In the rendering of the 
lower part the Levantine carver has been at a loss how to proceed. One might think that 
the goddess is standing, but the intention was to show her seated on an hour-glass- 
shaped stool which is set on a mountain, rendered by dots; die goats place their forefeet 
hkcwisc on this mountain, and it reappears once more below the feet of the Great 
Mother. Now we have seen that in Asia ‘the mountain’ symbolizes the field of action 
of the gods of fertility. In the Aegean it is but one of the settings in wliich die gods be- 
come manifest, and they are never enthroned upon a mountain. Their appearance is 
rendered as a flashing epiphany, sometimes on a mountain-top, sometimes in the air. 
Nor docs die goddess ever sit upon the hour-glass-shaped object, which, in the Aegean, 
is an altar. 

This confusion of motifi is matched by an odd rendering of the pose. A seated figure 
in Aegean art is rendered broadly and with a clear articulation of its limbs, not with the 
ambiguity of our plate 150. But it follows from what we have said that the actual scene 
shown there had no Aegean prototype. It was die carver s task to combine the Great 
Goddess of the Aegean with the animals she was to feed and with the mountain which 
was to support her, in order to render an Asiatic conception. Even his pattern for the 
figure of Ac godde» can hardly have been an Aegean carving, for Ac pendulous breasts, 
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the bulbous musculature of die arms, and die flat tteatment of the flounced skirt are un- 
like Ai^;ean work of the period.*' 

Hitdte influence, in contrast with that of Egypt and the Aegean, was not assimilated 
by the ivory carvers. They treat Hitdte themes as alien subjects which do not lose any 
oftheir native character in the process. Thus the Hitdte ‘Royal Sign' appears in ivory 
at Alalakh, and in bronze at Ras Shamra, as we have seen.** An elaborately carved pand 
(Figure 57) was found at Megiddo as part of a group of ivories, and has been treated by 
us simply as an example of Hitdte art, even though it may have been made in Syria,** 
for the butting bulls, at the bottom of the design, recur on Syrian cylinders and on an 
ivory box’* found at Lachish in Palestine.*' 

The Hitdte plaque, which served presumably as an inlay on the side or lid of a casket, 
antedates the majority of pieces found at Megiddo. These comprised an ivory pen-case 
inscribed with the name of Ramses in (1198-1165 b.c.), but the bulk of the hoard prob- 
ably dates from die thirteenth century, like the ivory from Byblos (Plate 149A), while a 
few pieces may belong to the fourteenth. This is very probable in the case of the Hitdte 
piece. If it was intended for a prince of Megiddo, it could only have been during Suppi- 
luliumas’ Syrian campaign (1360-1355 b.c.) or shordy afterwards. In the last quarter of 
the century, vdien Sed I was re-establishing Egyptian hegemony in Palestine, a plaque 
exalting a Hitdte king would have compromised its owner. It is possible that the object 
was made for a northern potentate and was brought to Megiddo as booty, but this would 
also date it before the peace treaty of Ramses U and Hattusilis was concluded. 

A number of ivories found at Megiddo show themes in common use throughout the 
Levant. There are some figures and faces of women modelled in the round. Some served 
as handles of spoons, the bowl of which they hold on their outstretched arms; die device 
is Egyptian in origin. Others decorated furniture, for instance, plate 151A, of which only 
the ba^ is preserved. This shows the quality of the modelling at its best. The flat cap 
is decorated with hanging lotus flowers and lotus buds. It recurs in figure 75, and also in 
the hom-diaped object of plate 151B, probably a container for cosmetics.** Here the eyes 
are inlaid with glass. 

A large number of ivories show engraved designs. A box lid,** for instance, shows a 
rosette surrounded by goats, as we see in figure 68. But at Megiddo the goats are drawn 
half-kneeling, an attitude which is effective as decoration but impossible in nature, and 
occurs also in Assyrian art.** Another peculiar design appears on a comb (Figure 71). 
The dog which attacks the ibex seems to have passed its paw underneath it. This would 
be a natural gesture for a feline, which would pull its prey towards it with its claws, and 
the lion in the jasper group of plate 1 528 is, in fact, doing precisely this. The maker of the 
comb probably worked after a prototype with a lion; the jasper group also shows that 
the curious intertwining of die animals on die comb is meant to suggest diat they roll on 
the ground in a last struggle. 

There are a number of ivories found at Megiddo which show distinct Egyptian in- 
fluence. This is clearest in some open-work panels, presumably for a casket (Plate 148* B 
and c). One shows the monstrous Bes, a dancing dwarf, demon rather than god, a spirit 
of pleasure, used in Egypt to decorate dadoes in banqueting halls or bedrooms and beds. 
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At Tdl d Amama necklaces were worn consisting of a series of blue glazed pendants 
showing Bes beating a tambourine. But in Egypt Bes was almost always wingless. 

The question as to what liberties the Asiatic carvers took widi Egyptian themes be- 
comes peculiarly difficult to answer when we look at the other open-work panels. One 
shows Anubis, the Egyptian god of the necropolis, as a wolf-headed man, in die same 
attitude as Bes and widi a long sash round his waist. Until recendy this seemed quite out 
of keeping widi Egyptian iconography, but it has lately been found on a head-rest of the 
Nineteenth Dynasty (thirteenth century).^ The odier panel (Plate 148c) shows a sphinx, 
or rather a piece of sculpture in the shape of a sphinx. This is proved by the lines drawn 
underneath the monster; they render in the normal Egyptian convention a reed mat or 
tray on which such objects were placed, and which would be meaningless if the creature 
itself were depicted. Sculpture of this type was offered sometimes as New Year’s gifts to 
the sovereign’^ or placed in temples where the sphinx (which represents the king in his 



superhuman power) offered to the gods die objects he holds in his hands. In the model 
followed by our ivory the object was a vase with cosdy ointment or incense covered by 
a tall lid rendering the two cartouches with Pharaoh’s names. But the ivory differs m 
two respects from the usual sphinxes of Egypt: it docs not wear the royal crown, but a 
fantastic head-dress with plant ornaments; and it lias the body of a lioness, while the 
Egyptian sphinxes are male. 

The strange sphinx of our ivory occurs a few times in Egypt, in the N ineteenth to 
Twentieth Dynasty, but has always been regarded as a Syrian figure copied in Egypt.^ 
It occurs among Syrian tribute ofiered to Seti I;^ and it wears almost always a round 
medallion which is common among Syrian jewellery, but not in Egypt.^ On the other 
hand, it occurs in Egypt in a carved gem of brown sard made for Amenhotep III^®® much 
cwlier than any of the Asiatic instances. It may well be that the hybrid creature widi its 
fantastic accoutrements came from Syria and was introduced at the court in the second 
half of the fifteenth century with the Mitannian princesses and their suites. It is known 
sometimes to represent the Queen, and at a time when queens like Ty, die consort ot 
Amenhotep HI, took an altogether unprecedented place in the off dal monuments, our 
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Figure 72. Two sides of carved ivory rod, from Megiddo 


female sphinx may have been invented as a counterpart to the male sphinx rendering 
Pharaoh. However this may be, the Megiddo panel cannot be quoted in support of the 
Syrian origin of the creature, for such details as the vase it holds and the mat upon which 
it rests prove that it follows an Egyptian prototype as closely as the Bes and Anubis 
panels. In view of its possible introduction in Egypt in the Amarna Period, it is possible 
that the Megiddo ivory belongs to the fourteenth century.^®^ 

In figure 72 an Egyptian theme is treated more freely. The object was probably part 
of a piece of furniture - perhaps the support of an arm-rest. On three sides it shows a 
traditional theme - herbivores and lions, but at the right-liand top we meet tlie kneeling 
bow-man from Ala^a Hiiyiik who is also common on Middle Assyrian seals and on 
Syro-Hittitc reliefs of the first millennium. Some calves or fawns show the ‘ folded poses* 
characteristic of the Aegean animal style and other vivid attitudes. The fourth side has 
three figures one above the other. The outer ones arc beardless, and therefore gods rather 
than princes, wearing the tall felt cap and a homed crown respectively.^®^ The middle 
figure is a travesty of Pharaoh, or of Osiris, who wears the Atef crown with the royal 
cobra, and the shepherd’s crook, which was an ancient attribute of Egyptian royalty. 

But secular subjects too were rendered in a manner derived from Egypt. Four narrow 
strips of ivory, with dovetailed ends, which went round a shallow box or the top of a 
small table or stool, show scenes of which we reproduce two (Figures 73 and 74)- hi the 
chariot-battle the horses throw up their forelegs according to the Egyptian convention, 
and in another piece a tame lion is shown trotting along with the ruler’s chariot, as it 
does in some representations of Pharaoh.^®* Yet the charioteers, unlike those depicted in 
either Egypt or Mesopotamia, do not stand upright, but bend forward, riding their light 
vehicles like jockeys standing in the stirrups. The sprawling figures of the slain, at right 
angles to the chariots, again recall the conventions of Egyptian battle and hunting scenes . 
A second piece shows the orderly march of chariots and infantry,'®® a third the convey- 



Figurcs 73 and 74. Chariot battle and feast, on ivory inlays from Megiddo 
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Figure 75. Victorious homecoming, on ivory inlay from Mcgiddo 

ancc of provisions'®^ for die feast depicted in figure 74. This would seem to be a cele- 
bration of the victory, as it is in figure 75. The furniture illustrated in this scene is purely 
Asiatic - one tends, anachronistically, to say: Assyrian (cf. Plate 1 14) - but no such scene 
has* been rendered in Mesopotamian art since Early Dynastic times. One wonders 
whether the feasts depicted in Egyptian tombs supplied the prototype, especially since 
the attendant who stands comfortably with his arms crossed while he talks to two of the 
guests recalls figures from the Mcnipliite*tomb of Horcinheb.^®® The lotus held by the 
ruler is an affectation of Egyptian culture. 

The engraved inlay of figure 75 shows even more clearly how Egyptian formulas in- 
fluenced the art of the Levant. On the right the prince returns from die war, with two 
naked captives bound to the head-stalls of his horses. They are preceded by one of his 
warriors. The king is protected by a design which is confused in a characteristically 
Levantine manner, but which has certainly an Egyptian prototype, be it Mut-vulturc, 
Horus-falcon, or winged sun-disk. The drawing of small plants all ovc»* the field also re- 
calls Egyptian usage. To the left the prince sits on an elaborate sphinx-throne - unknown 
in Egypt - and accepts a lotus and a long fringed towel from a lady in Syrian dress (cf. 
Plate 151), She is followed by a lute-player, while behind the dironc two buders are 
busy near a large mixing-vessel and a serving-table with two cups or rhyta in the shape 
of animal heads. These are known throughout the Near East - in Anatoha, Cyprus, 
Crete, and elsewhere - and appear regularly among the tribute brought to Egypt by the 
people of these regions as depicted in Theban tombs.^®^ The birds remain unexplained 
and have no parallels in the Egyptian renderings of feasts. They seem a fortuitous addi- 
tion of the engraver. The freer treatment of Egyptian themes might point to a fourteenth- 
century date, for in Ramessid times Egyptian motifs seem to have been more slavishly 
imitated.”® 

The engraving from Megiddo in figure 75 is obviously related to the stone sarco- 
phagus of figure 76. This was found in a tomb at Byblos, together with fragments of a 
vase inscribed with the name of Ramses II and the ivory plaque of plate 149A. At a later 
date the tomb was re-used for die interment of a local ruler called Ahiram, as an inscrip- 
tion engraved on the edge of the coffin lid tells us. Palaeographers are much concerned 
with the exact date of the inscription, but this problem we can ignore since the inscrip- 
tion is a later addition.^^^ 

The thirteenth-century ruler for whom the coffin was carved is shown on a throne 
closely resembling that of figure 75. The table on which his food is placed recalls our 
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Figure 76. Ahiram^s sarcophagus from Bybios 


figure 74. But on the sarcophagus there are no subsidiary subjects. The ruler, holding a 
lotus and a cup, confronts a procession of men lifting their hands in worship or bringing 
him food and drink. The other long side of the sarcophagus shows the end of that pro- 
cession, but the short sides of the sarcophagus arc decorated with wailing women, tear- 
ing their hair and beating their bare breasts. There is little doubt, therefore, that we have 


here a scene in which sustenance is brought to a dead ruler, a funerary feast according to 



Egyptian conceptions^** which we had not hitherto thought to 
have anything in common with Asiatic beliefs. It is, in fact, 
more likely that the decoration of the sarcophagiu proves no 
more than that common usages - the offering of food to die 
dead, the wailing at the funeral - were in this case rendered in 
Egyptian fashion. But later we shall find other evidence to 
prove that Syrian funerary customs differed from those of Meso- 
potamia and Palestine. The border above the scenes is decorated 
with alternating lotus buds and ffowers, as in the cap of the girl 
in plate 151A, a design likewise of Egyptian derivation. Un- 
Egyptian are the four supports of die sarcophagus, shaped as 
lions, and a similar shape is given to the two projecting knobs 
which allowed the lid to be put into place (Figure 77). These 
lions, crudely carved like the whole of the sarcophagus, seem to 
anticipate Syro-Hitdte sculpture of the eighth century b.c., but 
the resemblance is merely due to an unskilled rendering of a 
common subject. The obvious features are stressed. We have 
another instance of this style in Alalakh at about the same 
period (Plate 151, c and d). They flanked the entrance of a 


Figure 77. Covet of building which may have been a palace or a temple, presumably 
Ahiram’s sarcophagus the latter. They are roug^y blocked out; the squareness of the 
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quarried slab of stone is retained, with sharp edges where front and sides meet. In the side 
view the disposition of the tail, the drawing of the hind leg and claw, the folding of the 
foreleg, and the treatment of the mane, show how a vague knowledge of traditional 
renderings in Mesopotamia and Anatolia served as a starting-point for improvisations 
which derive such coherence as they possess from the squareness of the block comprising 
them. A comparison with the lion from Malatya (Plate 133A) shows how the tradition 
of Hittite art, short-lived though it was, enabled a provincial craftsman to be much more 
successful than his Syrian counterpart. It is also interesting to notice that the Egyptian 
influence, which dominates the sarcophagus at Byblos, is absent at Alaiakh, a town in 
the Hittite sphere of influence. 

The sarcophagus and the lions are the most ambitious works in stone of the post- 
Mitannian Period. But excellent sculpture on a smaller scale was still occasionally pro- 
duced. The finest example is a group of red jasper (Plate 1523), probably a weight, since 
the bottom is hollowed to take a lead adjustment - which represents a lion and a bull 
fighting in an arena (for the lion wears a harness). There is no known contemporary 
carving of equal merit from Syria or Palestine. Yet, by a process of elimination, it may 
be tentatively included here. Its place of manufacture is unknown, although it is said to 
come from Tell cl Amarna.”^ It is certainly not of Egyptian workmanship, and there 
is nothing against assigning it to Mesopotamia, which has an old and continuous tradi- 
tion of small-scale animal figures, but it so happens that there are no Kassitc or Middle 
Assyrian works even remotely resembling this group. Moreover, the very bioad face of 
the lion and the treatment of its mane have no Mesopotamian parallels. The only posi- 
tive indication of affinity is the resemblance to die pose of the animal*! on the comb of 
figure 71, which is derivative, since it depicts the dog using its paws as a member of the 
cat-family would use them. The jasper group of the desperately interlocked animals may 
then be assigned to some Syrian or Palestinian centre within the ken of the Levantine 
ivory carvers, whose exact locality also remains unknown. 

In the post-Mitannian period metal-work docs not seem to have reached the excel- 
lence of earlier times. Many statuettes of deities were cast, mostly of weather-gods bran- 
disliing a weapon which symbolizes lightning, as in plate 141* They sometimes wear the 
‘ White Crown * of Egypt and are conventionally called Reshef, Adad, or Baal, but their 
names no doubt differed from one place to another. They are dull, conventional works, 
which arc not improved by the gold foil with which they are sometimes covered (Plate 
152A). Assuming again (p. 158 above) that the personage wears the liigh felt rap without 
horns, we may sec in him a ruler of Megiddo. 

Modelling also found scope m the production of faience vessels. Tliis material re- 
tained the popularity enjoyed in Mitannian times, and was used for lotus-cups, circular 
boxes with flat lids, and other containers. Some goblets, however, arc modelled in the 
shape of a woman^s head (Plate 1530) and have tubular lugs for suspension; or a woman s 
face is applied in relief to the side of the cup (Plate I53» b c). They are foimd at Ur,“^ 
Assur,“* Mari,“* Ras Shamra,*^^ Tell Abu Hawwam,“® Enkomi,^^^ and in Rhodes.^*® 
The two types exist side by side, and they can be roughly dated to about 1300 b.c. It is 
difficult to believe that the cups were made locally in all these places; for they resemble 
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each other very closely. Yet the cups are rather fragile for distribution by trade. Since 
fiuence was made throughout the region, the goblets may have been produced locally 
after models distributed from a single centre, perhaps a shrine. For there can be little 
doubt that they had some religious meaning; at Ras Shamra and in Cyprus the cups were 
found in graves; in Mari small faience masks of beardless faces, which may be male or 
female, were also found in graves, attached to the body.”^ It is perhaps due to our 
limited knowledge of Syrian religions that one thinks of the mother goddess and ha 
son, Adonis, whose fate might have served as a prototype of man's resurrection. This is 
a mere guess, since diere are no texts to support the interpretation, only the occurrence 
of these faience objects in graves. The faience fragments (Plate 153A) found at Ras 
Shamra and ingeniously reconstructed as a chariot with two occupants are figured here 
to show that complicated groups were built up in faience. 

So fiu: we have not spoken of the architectural setting in which diese various objects 
were found. But the known buildings of the Mitannian and post-Mitannian period do 
not show the purposeful disposition which concerns a historian of art. The irregular, ill- 
built, and badly preserved buildings at Ras Shamra, Byblos, Jericho, Beisan, Lachish, 
and Megiddo, which are called ‘temples’, sometimes on very little evidence (the alter- 
native hypothesis is ‘palace’), do not allow one to recapture the builder’s intention or 
the manner in which he solved a recognizable problem. There are only two exceptions 
to this generalization: the family vaults built of hewn stone underneath the richest houses 
at Ras Shamra, and the temples built at Alalakh. 

Fourteen family vaults were discovered at Ras Shamra; they differ in detail, but all 
possess a short entrance passage with descending stairway and a rectangular funerary 
dumber with a corbd-vaulted roof.*” The vaults served as burial places for whole fami- 
lies and were used through many years. Neither the type of structure nor its excellent 
masonry can be paralleled in the Levant at this time, and the vaults seem a foreign intru- 
sion. They were provided with ‘Late Helladic’ pottery, and family vaults, not dissimilar 
in character, were built in Crete and in the ArgoUd. Although there are dificrences in 
detail,*” it seems best to consider the vaults of Ras Shamra as a product of the Aegean 
element in the population. 

At Alalakh a succession of buildings in mud-brick on rough stone foimdations are 
called temples, without much evidence to show that they were shrines rather dun palaces. 
Their interest lies in the fact that they represent stages in die architectural development 
which leads from the palace at Yarimlim, via that of Niqmepa, to the bit-hilani of north 
Syrian architecture in the first millennium B.c. (see pp. 140 and 147). We shall not de- 
scribe here the earliest remains of die building, of Mitannian times, which are too badly 
preserved to allow a certain restoradon.*” Two phases of die building in the final period, 
in the thirteenth century b.c., are shown, in reconstruedon, in figures 78 and 79. Both 
show die two long rooms with their main axis parallel to the fii^de; die earlier phase A 
had pillars in both entrances; the later phase B shows the subsidiary rooms next to the 
entrance room which we know in both the earlier and the later plans to which we have 
referred. Here, too, belong the sculptured lions of plate 151, c and d which flanked the 
stone steps leadii^ into die building. They follow a Hitdte custom which in its turn 
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had a Mesopotamian origin. The pillared entrance is here moved to the very front of 
the group and gives access to die forecourt. The features which in the later btt^hilani 
were to have an unchanging place and function are, at this stage, still used experiment- 
ally. If these buildings were temples and not palaces, their relevance to the history of the 
btt-hihmi would be questionable. 
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Figure 78. Temple of level lA, Tell Atchaua 

In architecture we can trace a continuity between the second and first millennium 
in Syria which in most other fields is lost. For the twelfth century was a time of 
turmoil. All the sites we have mentioned in this section show contempor.iry layers of 
ash and charred remains, and they were either deserted entirely or survived in a very 
reduced form. .The rich cosmopolitan civilization of the Levant and the related My- 
cenaean world is submerged in a dark age which also hides from us the first achieve- 
ments of the Hellenes. In the ninth century, when a Uttle light falls on the Greek de- 
velopment, the new conditions of the Levant also become discernible. 
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ARAMAEANS AND PHOENICIANS IN SYRIA 


North Syrian Art (850-650 b.c.) 


Introduction 

The twelfth century brought disaster to the Levant. Barbarian peoples swarmed into 
Greece and Asia Minor. The Hitdte empire was overrun, its cities pillaged and burned. 
The populations so affected went in search of new lands and swdled the masses already 
in process of migration. A horde containing the most divergent elements gathered round 
Carchemish, and from diere advanced on Egypt, the warriors on foot, their women, 
children, and possessions loaded on ox-carts. Odicrs went along the coast in ships. 
Ramses m gadiered all his forces and succeeded in beating back the migrating masses in 
a battle in whidi both his fleet and his army were engaged. The movement of recoil 
brought the Philistines, Etruscans, and Sardinians to the countries named after them, 
while the Phrygians occupied central Anatolia and the Dorians Greece. Ramses ED also 
mentions the Danunians among the ‘Peoples of the Sea’ whom he defeated; they are 
now known to have lived round Adana in south-western Anatolia during the ninth to 
seventh centuries b.c. They are probably related to Homer’s Danaoi,* but the nature of 
that relationship cannot, as yet, be properly understood. 

Direct evidence regarding the migration is confined to the account of Ramses, and 
this is natural enough, since all other powers in its path were overrun and destroyed. 
Consequently the actual events in Syria and Anatolia remain obscure. Excavators ob- 
serve traces of fire and destruction on all the sites mentioned in the two preceding chap- 
ters, but the centuries from 1200 to $)00 b.c. are trtily a dark age, not only in Greece but 
also in the Levant. Sparse rays of light are shed by the Assyrian inscriptions ; for instance, 
Tiglathpilesar I reached and mentioned Malatya just before 1100 b.c. 

The Assyrian texts reveal also that Bedouins from the desert - as always in times of 
disorder - penetrated into the settled lands of Syria. They were, on this occasion, the 
Aramaeans, speaking a language which was closely akin to Hebrew and Phoenician and 
destined to become the medium used for trade and other intercourse throughout the 
Persian empire. But this tongue was not put into writing before 800 B.C., though the 
people who spoke it began to settle in Syria and southern Mesopotamia soon after 1000 
B.C., and acquired actual power in several of the Syrian principalities, as the names of 
their rulers show. Successive kings of Assyria barred ihcir entry into northern Meso- 
potamia. The Aramaeans, like the Amorites before them, accepted the established forms 
of indigenous culture wherever they went, and the Assyrians included them among the 
‘Hirtites’ who, they said, inhabited north Syria. 
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Tlus desi g na t ion has led to a great deal of confusion in our own time; but it was 
reasonable enough to the Assyrians. For, in the fourteenth century b.c., when Assyria 
had established its independence, north Syria had been part of the Hitdte empire; hence 
die designation of the region of Carchemish as ‘the land of Hatti* in late Assyrian 
texts. This has led modem scholars to interpret Syrian art of the ninth and seventh cen- 
turies as a contouation of imperial Hittite art. Demonstrably it is no such thing, even 
though in other fields Hittite usages sometimes survived in north Syria. But the very 
nature of these survivals contrasts with what we observe in architecture and sculpture. 
At Carchemish, Hama, and Tell Tayanat, as at Malatya (but not at Zin^irli, Sakjegeuzi, 
and Tell Halaf), monumental inscriptions continued to be written in Hittite hiero- 
glyphs; Hittite costume was still depicted here and there in the first millennium, especi- 
ally on women; male figures are sometimes beardless, and gods often retain the Hittite 
dress and attributes. But in art there arc no comparable links with the second millennium. 
The continued use of hieroglyphs proves the persistence of a specific scribal tradition. 
The continuity of dress bespeaks the survival of special elements of the population. 
There is even evidence of a particular continuity of legends at Karatepe.* Nothing 
equally specific is seen in the field of art. On the contrary, as soon as a traditional subject 
is treated, the difierence in rendering is glaring. For instance, we find at the Water-gate 
of Carchemish,^ as at Malatya (Plate 1335), a king pouring libations before a god who 
mounts a chariot drawn by a pair of oxen. A servant behind the kitig leads a sacrificial 
beast. We know that Carchemish was never taken by the Aramaeans, and this relief 
shows that Hittite rites were still performed before Hittite gods in the eighth century 
B.c. While, however, the style of ihc Malatya relief (Plate 133B) is intimately related to 
that of other imperial Hittite monuments, such as the reliefs at Imamkulu and Yasili- 
kaya, the Carchemish relief shows a clumsier treatment which is independent of the 
older Anatolian tradition and renders the subject m the style common to the Syrian sites 
of the first millennium b.c. It remains to find a name for this new style. 

In the middle of the second millennium a single power had subjugated north Syria 
and we could speak of the art of the Mitannian era. In the ninth to seventh centuries b.c. 
Assyria dominated the region, but its art cannot be called provincial Assyrian, since it 
has an un-Assyrian character notwithstanding the strong Assyrian influence which it 
underwent and which can be recognized in the surviving works. We call it north 
Syrian art, even though it is well represented on south-east Anatolian sites such as Marash 
and Malatya, for these in their turn were dependent for their art upon north Syria. If 
this were not so, if there had been an independent and vital Anatolian art at this ume 
(which we should then have to assume as influencing north Syria), it would be in- 
explicable that at Karatepe and near Ankara sculptures were made which diflfered gready 
from those of Malatya and Marash; the explanation lies in the diverse foreign stimuli, 
north Syrian for the last-named sites, Phoenician for Karatepe, Urartian, perhaps, for 
Ankara. The term north Syrian has the great advantage of avoidmg the implications of 
a single ethnic basis for this art, which was, indeed, lacking.^ 

For north Syrian art of the first millennium b.c. was fostered by a number of prince- 
of Syrian, Aramaean, and Hittite extraction who wished to emulate the royal set- 
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ting of the Assyrian kings. They built palaces with guardian figures - lions, bulls, or 
monsters - at the gates, and orthostats decorated with rehefi. This is true of the regions 
where Hittite hieroglyphs - and presumably die Indo-European language which they 
represented - had remained in use’ as well as of diose localities which the Aramaeans 
ruled. It is not possible to distinguish between the art employed by the two groups, nor 
is there any sign of artistic activity before the ninth century, ihe time of Assyrian ascend- 
ancy in the Levant. This hegemony was definitely established in the battle of Karkar 
(853 B.C.), when Shalmaneser III defeated a coaUtion led by Adadidri (Ben-Hadad) of 
Damascus and Ahab of Israel. Five yean earlier the Aramaeic prince of Zinqrli, the 
Hittite prince of Hama, and several othen had been subjected. Many of the princes who 
offered submission were taken to Assyria and later reinstated as vassals. Meanwhile diey 
had come to know Assyrian ways, not only on the batdefield, but also in the royal 
capital, and the emergence of north Syrian art was due to their desire to equip them- 
selves - within the limits set to subject princes - with the paraphernalia of royalty. It is 
significant that Kaparu of Guzana (Tell Halaf ) and Kilamuva of Sam’al (Zin^irli) com- 
memorated the construction of their palaces with the phrase * What my fitthers did not 
accomplish I did achieve’.’ Once it is realized that the whole of north Syrian art of the 
first millennium B.c. represents a fresh start, made more or less simultaneously - and 
with the varying resources of local talent - in a number of places, the attempts to fill the 
gap between 1200 and 850 b.c. with transitional works can be abandoned. The monu- 
ments never called for such attempts, which were made in accordance vnth a precon- 
ceived idea of continuity between north Syrian and imperial Hittite art.'^ 

It was, then, under the stimulus of Assyrian examples that north Syrian art arose, and 
it flourished most in the reigns of kings who had come to terms with the Assyrians and 
were allowed a Hmited degree of independence and most of its trappings. When, sooner 
or later, such rulers aspired to effective freedom, they were destroyed, Assyrian military 
governors took command, and there was no further production of north Syrian art. 

The influence of Assyrian art on die Levant can be divided into two phases : a distant 
influence in the ninth century, and a direct one in the eighth. About 743 b.c. Tiglath- 
pilesar III began to consolidate the Assyrian dominion over Syria. He garrisoned im- 
portant centres and built himself palaces, where he stayed when passing through the 
region, and which at all times reminded the natives of their overlord and his power. Such 
palaces have been found at Til Barsip, Arslan Tash, and Tell Tayanat. We have seen, for 
instance, that the palace at Til Barsip contained painted friezes closely resembling the 
sculptured dados of Khorsabad (p. 92). Thus the Syrians became not merely ac- 
quainted, but familiar with Assyrian art, since it vm'on view in their own country. 
Hence vassals like Barrekub of Zinqrli and his contemporaries at Carchemish and Sakje- 
geuzi could surround themselves with derivative splendour. The north Syrian works 
made before and after the beginning of the reign of Tiglathpilesar III are quite distinct. 
The later sculptures not only render Assyrian themes; they render them in an Assyrian 
manner. The lions guarding the gates at the Assyrian palace of Arslan Tash’ find their 
counterparts at Zin^li and Sakjegeuzi (Plate 155). The bull-guardians’ recur at Car- 
chemish.*’ All these sites have orthostats decorated widi rows of striding soldiers or 
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courtiers, which arc characteristic of Assyrian art under Tiglathpilcsar III^^ and Sargon, 
but arc absent in tiic ninth century and unusual in the seventh. The great battle-pieces of 
the reigns of Sennacherib and Assurbanipal have no counterpart in north Syrian art; 
for by that time the independent Syrian rulers had been crushed and replaced by As- 
syrian military governors. Damascus was taken in 732, Samaria in 722, Zin^irli probably, 
too, about that time,*^ Carchemish in 717, Malatya in 713 b.c. Karatepe alone may have 
survived until 680 b.c. 

I have insisted on these historical facts because they explain why two distinct phases 
can be observed in north Syrian art. The distinction is one of subject-matter rather than 
style, for the works are too uneven in quality, too crude and too often incompetent for 
stylistic criteria to be applied. Nor arc the circumstances of the discovery much help for 
the making of chronological distinctions. Both orthostats and guardian figures were of^ 
rc-used when the building was reconstructed. At Alalakh, and at die Lion Gate of 
Malatya, the lions are older than the gate where they were ultimately placed and found 
in modem times. The statue of Idrimi was discovered in a temple or palace at Alalakh 
built 200 years after the king’s life-time. Thus forewarned wc may turn to the north 
Syrian monuments. 

Architecture 

The distinctive feature of north Syrian architecture is the planning of the forward sec- 
tion of royal palaces (Plate 154A). One enters, at the top of a low flight of steps, a portico 
with one to three columns which gives access to the throne loom. Both portico and 
throne room have their main axis parallel to the facade. Stairs to the upper storey arc set 
to one side of the portico.*^ 

Buildings answering to this description occur at Tell Tayanat (Plate i54a); at Zin- 
9irli (Figures 98-101); at Sakjegeuzi (Plate 155)*^ and perhaps at Carchemish.” They 
arc not found in Hittite architecture,” but have their prototype in nordi Syria itself. 
We have described their antecedents in the palace of Niqmepa of Alalakh in the four- 
teenth century b.c. (Figure 67 and p. 145), which, in its turn, can be explained as a 
remodelling of an older type of building, represented by Yarimlim’s palace, with a 
view to achieving a more imposing, a truly palatial, effect. In Niqmepa’s palace wc sec 
behind the main room a suite of bedroom, bathroom, and lavatory. The two buildings 
of the type under discussion (Figure 80) form the north-west and north-cast sides of 
the court in the Upper Palace of Zin^irli, and here also wc find batlurooms (Nos. 5 and 
9) on the ground floor, suggesting that die adjoining small rooms were bedrooms. 
Behind these two buildings there is a long store-room where wine-jars were kept.” 
There is a disposition in Niqmepa’s palace (Figure 67)* Thus the domestic 

arrangements of the fourteenth century b.c. recur at Zin<^li in the eighth, an observa- 
tion which corroborates the conclusion suggested by a study of the plans.'® Wc may 
follow Assyrian usage and a building constructed in this manner a btt^hilani . The 
Assyrians, as wc have seen, spoke of ‘a portico patterned after a Hittite palace which they 
call a bit-^hilani in the Amoritc language’.'® The reference to Amorite — a Semitic north 
Syrian tongue — reminds us that the Assyrians of the first millennium located the Hittites 
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not in Anatolia, but in north Syria. The Assyriana, moreover, did not \ue the com- 
plete plan, but merely the portico, with double lion bases or other basa and columns, 
as we see in plates 155 and 156. The Assyrian porticoes of this type did not serve as 
antechamber to the main apartment, but gave access to a passage, both at Khorsabad in 
Palace F and at Nineveh. In the specific form described a^ve in the first pars^raph of 
this section the bit-hilani is peculi^ to north Syrian buildings. 

This becomes clear when we observe that in Mesopotamia a somewhat similar arrange- 
ment prevails. In the Assyrian palaces the ‘standard reception suite’^ consists h'kewise of 
two long, narrow rooms with their main axis parallel to the fiifade and a staircase ad- 
joining the first room. But this last is not here an antechamber, but the most important 



room, and in palaces the throne room, as is proved by the niche with the throne base 
before it.^ There are no pillars here, but there are often three doors. In contrast it is 
equally certain that in north Syrian buildings the second room was the more important 
of the two. In the Upper Palace of Zinrirli (Figure 80) the portico (6) of one bit- 
hilani is provided with flagstones leading up to the entrance of the second room (7). In 
the other bit-hilani the importance of the second room (2) is demonstrated by the orna- 
mental pivot stones of its doors, on the Assyrian model, and by two stone ‘rails’ let into 
the pavement, upon which a movable iron hearth on bronze wheels, a veritable fire 
wagon, could be conveyed.^ When, on tlie other hand, an Assyrian palace Was built in 
Syria, at Arslan Tash (Figure 36), the same distinctive features - rails for the hearth and 
.ornamental pivot stones - marked the first room, not the second, as the most important 
one of the private apartments.^ The differences between the Assyrian and north Syrian 
plans are, therefore, at least as important as the conunon features. They can hardly go 
back to a common prototype, since the differentiation already existed at the beginning 
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of the second miUennium b.c. The Assyrian plan came into being long before Assyria 
became indcpeiideiit. It occurs at Tdl Asmar (Figure 19), and was probably basic to the 
arrangements at Mari. At that time, however, there existed in the palace of Yarimlim of 
Alalakh (Figure $2) a local north Syrian ancestor of the btt-hilani unrelated to the Meso- 
potamian palaces. 

In building technique, too, the north Syrian hiMani is based on local custom. The 
extravagant use of timber which we observed at Alalakh (p. 145 above) recurs at Tell 
Halaf,** at Tell Tayanat,^ and at Zin^irli (Figure 81). The treatment of stone, however, 
has changed; it is frequently carved, in the round or in relief. In the first place, the 
wooden pillars of the portico are often supported by a pair of animals or monsters (Plates 
155 and 156). Lion-bases have been fotmd at Boghazkcuy,^ but it is not certam that they 
supported columns rather than statues, and, in any case, the double animal base seems to 



Figure 81. The use of stone, mud-bnek, and wood 


be a Syrian invention. In the second place, the orthostats arc often decorated. There is a 
precedent for this in the second millennium, not at Boghazkeuy, but at Ala^a Hiiyiik 
and Malatya (pp. 127 and 129 above), and a stone with the rehef figure of a Hittite king 
was found at Alalakh.*^ The Assyrians developed die sculptured dado as an outstanding 
feature of their royal palaces, and it is perhaps reasonable to derive its use m nordi Syria 
in the ninth and eighth centuries b.c. from Assyria rather than Anatolia, although such 
sculptures had existed there in palaces ruined by the great migradons of the twelfth 
century. 

A third type of sculpture is represented by guardians of the gates, mostly hons, some- 
times monsters. It has a local antecedent at Alalakh (Plate 151c and d) in the second 
millennium, and since the chances that imperial Hitrite usage was copied there are great, 
it would be possible to claim for the gate-figures of the north Syrian cities an ultimate 
Hittite origin. But it is equally possible to maintain that here, too, north Syrian archi- 
tecture followed an Assyrian example. 

The most complete remaining specimen of a north Syrian town is Zin^irli, ancient 
Sam*al (Figures 80-83).“ It is roughly circular, surrounded by a double wall with 
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towers, and accessible through diree gates, of which the southern, especially fortified, 
leads to the Citadel. The gate of the Citadel (A) is set between towers and decorated with 
sculptured orthostats (Figure 83). Two lions protect the outer, two bulls the inner gate.^ 
An enemy having forced the entry would still be confined within a limited space by an 
inner wall, built at a higher level. When approaching its gate the aggressor had to turn 
to the left, thereby foregoing the protection of his shield and exposing to the missiles of 
the defenders his body and the right arm which bore die weapons. In peace-time the 
gates of town or Citadel played the important role which the market-place fulfilled in 
the Greek cities. The council of elders sat at the gate (Deut. xxii, 5) ; it was a mceting- 
pbce of notables (II Samuel iii, 27) ; business was carried on there (II Kings vii, 1). Dur- 



Figure 82. The Acropolis of 2 ^(irU 


ing the rebellion of Absalom, King David ‘sat between the two gates’, that is, in the 
transverse room between the inner and outer gate in figure 83 (n Samuel xviii, 24). At 
the report of his son’s death ‘he went up to the chamber over the gate and wept’ {ibid., 
33), but later ‘he arose and sat in the gate ... and all the people came before the king’ 
(n Samuel xix, 8). And when Esarhaddon returned victorious from Egypt in 670 B.C., 
he had a stele erected in the gate of Zin^irli; its trough-shaped base appears in figure 83, 
on the right, between inner and outer gate. 

Inside ^ inner wall the Citadel (Figure 82) rose to its highest point at D. Here a large 
htt-hilani had been built, but it was later replaced by the building shown in the plan which 
renders the final lay-out of the town. The building at D probably served as residence to 
the Assyrian governor under Esarhaddon of Assyria (680-669 B.C.), but it was certainly 
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older and built by a ruler of Sam’al,^ and its plan is not Assyrian at all; for both the 
north-west and the north-cast side of the main court consist of a btt-hilani.^^ Both con- 
tain paved bathrooms (Figure 8o) with drains for waste water, and the adjoining small 
rooms arc probably bedrooms (3 and 8, see p. 168). The doors leading into the square 
chambers flanking the porticoes are conjectural; the mass of masonry actually found in 
one of these rooms probably supported a staircase. 

To tlie Governor's palace belong the barracks (C) built against the south-eastern curve 
of die Citadel wall, at a point where the latter, and also the inner wall, could be manned 
at a moment's notice. The open space before diem is believed to have served as a parking 
place for war-chariots.’^ The horses could be stabled on the ground floor o £ the barracks, 
die troopers sleeping upstairs. The projecting piers shown in the plan would support a 
wooden balcony by means of which the upper rooms were entered. This arrangement 
would precisely resemble that of modem khans or local inns. 

The nordi-west quarter of the Citadel had not yet been completely uncovered when 
the plan of figure 80 was made. Building E is the oldest; it was constructed by Kilamuva 
a litdc before 800 b.c. An orthostat with an inscription referring to him building it has 
been preserved. The rest of this great complex was built seventy or eighty years later by 
Barrekub, who placed his own inscription in a corresponding position - the west jamb 
of die portico - of building F.” Our plan docs not show clearly that both E and F con- 
form, on the whole, to the fcft-Ai/tJw/, although there are some unusual features.’^ An im- 
pressive flight of stairs led up to the portico of building K. It had three columns resting 
on decorated bases identical wth those found at Tell Tayanat (Plate 1^4®)* The two 
buildings (E and F) face a large court which could be entered tlirough a portal G 
which already existed at the time of Kilamuva and was decorated with Uons (Figure 87 
left). But for ceremonial occasions under Barrekub entry was no doubt made from the 
splendid court which he had built to the south of it and surrounded ivith colonnades. 
The large btt- 4 iilani (I) was presumably Barrekub's palace. Another (H) was older. 
An inner defence wall, which is only partially excavated, seems to have enclosed the 
north-west part of the Citadel. Both buildings (H and I) are so denuded that the stair- 
cases, on the right of their porticoes, appear as solid blocks of masonry. 
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The city of Guzana (Tell Halaf) was not round but rectangular in plan. The river 
Khabur protected one of its long sides. This sa&guarded the northern approach, the 
other three sides being protected by a wall with towers. The town gate was in the 
southern wall and led, like the south gate of Zin9irli, direcdy to the Citadel. The inner 
wall in the Citadel of Zinqrli is represented here by the rear wall of the Palace; the Scor- 
pion Gate gave access to the public square in firont of it. 

The Citadel stood on a hill beside the river. On entering one faced die back of a great 
building strengthened with towers (Kgurc 84). Tliis is the most impressive btt-hilani 



Hguie 84. The palace of Kaparu, Tell Halaf 


so far discovered, but the details of its plan remain unknown because a large part has been 
denuded to the level of the foundations. The outside of the terrace on which it stood was 
decorated with sculptured orthostats of alternating basalt and reddish limestone,which 
begin at the south-west and end against the Scorpion Gate (Figure 85). One passed 
through this Gate climbing steadily, turned the north-east comer of the terrace in front 
of the building, and then entered a low-level forecourt &om which steps led up to the 
terrace in front. The fa9ade was elaborately decorated witii sculpture. In addition to the 
dado of orthostats and the guardian figures - here sphinxes - the tiuee columns of the 
portico consisted of figures nine feet high, standing on animals and supporting the archi- 
trave by means of conical capitals. The total height of the architrave above the floor was 
about twenty feet. The inner door from portico to main room was flanked by stone 
griffins (Figure 86). 
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Figure 85 Reconstruction of section through Scorpion tiatc, Tell Halat 



Figure 86. Beconstruction of section through the portico of the palace of Kapatu, Idl Halaf 
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In front of this portico stood a base for a statue or an altar of polychrome glazed 
bricks,^ with rosettes, guilloches, and other geometric designs in green, yellow, and 
white. In addition, one or more large basalt images of birds seem to have stood on the 
terrace (Plate 157B). 

The alternative, 'base of a statue or altar*, marks our inability to define the character 
of this building; the all-inclusive designation 'Temple Palace* of the excavators further 
stresses our embarrassment. It is certainly true, as they state, that nowhere else in the 
Citadel was a setting appropriate to the great official celebrations of victories, the bring- 
ing of public sacrifices, the reception of ambassadors, or the issue of proclamations. 
Moreover, a large building, presumably a residential palace, was found in the north-east 
comer of the Citadel. In so -far as the ruins allow one to judge, this lacks a btt~hilani and 
resembles Assyrian rather than north Syrian palaces, although the ‘reception suite*, 
customary in those (p. 78 above) is absent. On the other hand, the ‘Temple Palace* 
seems to lack a shrine; and since the inscriptions on the carriers of die architrave (sec 
below, p. 257, note 44) explicidy call it the ‘palace of Kaparu*, we refer to it as such. 
The main room, beliind the portico, contained a movable hearth, like diose found in the 
Upper Palace at Zin^irli; and the masonry on the west of the portico (the two entrances 
shown in the plan are conjectural) would have supported the staircase. Near the Palace 
were funerary vaults for the rulers, and a little farther to the north a large dwelling, re- 
calling (in function, not in plan) the Vi2icr*s residence in the Citadel of Khorsabad. 
Under die Assyrian occupation - from 808 B.c. onward - a temple was built in the town 
which conforms in all respects with diosc found at Khorsabad.^ The buildings wc have 
just described then fell into disuse. 

If wc consider the distinctive features of north Syrian architecture, which arc all con- 
nected with the btt-'hilani, it shows a character all its own. The buildings do not in the 
least resemble the huge palaces of Mesopotamia, mazes of rooms arranged round courts. 
There is litdc or no resemblance, either, to Hittite architecture. It is true that the employ- 
ment of natural features for the purposes of defence, which wc observe in the Citadels 
of Zin^irli and Tell Halaf, recalls the fortifications of Boghazkcuy, but the advantages 
thus gained arc obvious and are exploited by all hill-dwellers. In details, such as the forti- 
fied gates, there is a difference; the north Syrian town gates resemble those of Assyria 
rather than Anatolia.^^ There is, moreover, no north Syrian equivalent to the irregular 
large-windowed temples of the Hittites. The btt-~hilani, in spite of its porticoed facade, 
is a severely closed block compared with the Hittite temples. It resembles rather the 
Greek megaron in being a self-contained unit which can neither be combined with otlicrs 
into a single structure nor expanded by the addition of rooms beyond a very narrow 
limit.“ The palace at Tell Tayanat (Plate I54 a)®^ is more complex than most; at Zin- 
qrli the need for a large number of rooms was met, in both the Upper and the Lower 
Palace (Figures 80 and 82), by grouping separate units of the hit 4 iilani type round one 
court, not by integrating them into a single larger unit. In this respect north Syrian 
architecture contrasts with its foreruxmers in the second millennium (Figures 62 and 67). 
The bit~hilani is a new and stylized architectural form, differing from the older palaces 
in the same manner as the megaron differs from the megaron-like prehistoric dwelling- 
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houses of north-west Anatolia and the Balkans. Both are highly specialized architectural 
forms which are consequently no longer adaptable to larger schemes. 

Behind the btt^’hilani of Tell Tayanat^ we meet a building very like the megaron and 
which has been designated as such (Plate I54 a). It is a temple with two columns in antis 
and a large central room. The columns rest on pairs of Hons (Plate 156). But an im- 
portant difference from the megaron exists: at Tdl Tayanat the large central apartment 
is not the main room (as it is in the megaron) but the ante-cella. Bcliind it is the Holy 
of HoHes, with its altar or base for the statue of the god. Whether or not such a temple 
had Syrian antecedents we cannot know, since earlier Syrian temples are imperfectly 
preserved. But we do know that the temple of Tell Tayanat resembles, very closely in- 
deed, the Assyrian temples as preserved at Khorsabad (Figure 30), and we have seen 
at Tell Halaf a temple of this type built in Syria. The resemblance with the megaron 
seems fortuitous, whereas that with die Assyrian temple is part of the profound in- 
fluence exercised by the political centre on its dependencies. At Tell Tayanat dicre is only 
one difference: the usual Assyrian entrance lobby has been opened up and converted into 
the portico beloved by north Syrian architects. 

Sculpture 

While north Syrian architecture of the first millennium B.c. is indigenous, its sculptural 
decoration is inspired by Assyrian usage. It did not follow Assyrian examples, but the 
basic notion of decorating the orthostats, and much of the repertoire of the decoration, 
were derived from Mesopotamia. We have described in the introduction to this chapter 
the general conditions under which north Syrian art arose (p. 164). It appears that 
the prosperity as well as the ultimate ruin of the various cities depended on their relation 
with Assyria, and this conclusion is corroborated by the liistory of the most easterly 
among them. Tell Halaf. It stood in the heart of ancient Mitanni, 100 miles east of Car- 
chemish, as tlie first strong point on the road leading from Assyria to the west;^^ it flour- 
ished and came to grief earlier than any other north Syrian site. Already in 894 b.c. a 
ruler of Guzana (Tell Halaf) paid tribute to Adadnirari II when he asserted liis suzerainty 
over the regions on the western frontier of Assyria. At die end of that century, during 
die minority of Adadnirari III, when Semiramis was regent, Guzana, with other As- 
syrian vassals, made an attempt at independence. It failed; the city was burned, and be- 
came the seat of an Assyrian governor (808 b.c.). The buildings and sculptures were all 
made between those two dates.^* 

The repertoire of the TeU Halaf sculptures is more varied and more dependent upon 
Mesopotamia than that of other north Syrian sites. This is particularly true of the reliefi, 
and in a lesser degree of semi-detached guardians of gates and of the few sculptures in 
the round. The latter are the most considerable works made on the site, and die greatest 
skill and care was lavished on them. The most impressive are three figures which carried 
the architrave of the Palace portico (Figure 86). Their height is about nine feet (ex- 
cluding the conical * capitals’), and each stands on an ammal five feet high. These sup- 
ports — a bull in the middle and two lions — would be understood most easily if the figures 
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were gods, but all explicit symbols of divinity ate lacking. The woman (Plate 157A) 
wears a flat embroidered cap known firom die Megiddo ivories (Plate 151 ; Figure 75). 
The heads of the two men are damaged and were once thought to wear homed crowns, 
but a careful drawing shows that they did not.^ They are robed in a shawl worn over a 
tunic, a costume found almost anywhere west of the Tigris and south of the Taurus. 
They hold, not divine symbols, but scimitars, and it is significant that the inscriptions do 
not mention deities. These are carved in cimeiform on the skirt of the woman and on the 
left shoulders of the men.^ We know, furthermore, that over-life-sized statues of kings 
were set up at Malatya and Zin^irli. The possibility that the three statues represent mem- 
bers of die Kaparu Dynasty remains, therefore, open. 

The general dependence of these figures on the Mesopotamian tradition is obvious. 
The ill-proportioned woman, with her large head and lifeless appearance, recalls the 
treatment of that type at the hands of incompetent carvers of other times - for instance 
in the private chapels at Ur.^ But these are generalities; there is no pronounced style, 
eidier as an imitation of better work, or as a result of a vivid original conception of the 
nature of statuary. Diflerent styles are oddly combined. The ears of the men, for instance, 
are reduced to abstractions, while their feet and sandals are rendered with painstaking 
realism, and the treatment of dieir knees may be an abortive attempt made in either of 
these contrary directions. Yet the boldness of the conception of the portico surpasses 
anything undertaken by Mesopotamian sculptors. No sculpture in the round resembling 
these three figures is known from other sites.^ 

The cylindrical shape of the figures reminds one of Mesopotamia, where it was the 
basic form of plastic composition. In north Syrian art it was not, for in rendering seated 
figures the opposite scheme, that of the oblong or cube, was used (Plate 158c). At Tell 
Halaf such figures were placed in tomb chapels. Both north and south of the Palace, and 
also near tiie palace of Zingirli, vaults for members of the ruling family were constructed, 
and elsewhere in Syria and east Anatolia representations of the dead at table were carved 
on steles set up over their graves (Hgme 91). This funerary rendering of a meal goes 
back at least to the thirteenth century in Syria, since it appears on the sarcophagus in- 
scribed with the name of Ahiram of Byblos (Figure 76). On many of these steles -among 
others on that of a queen of Zin9irli of the end of the eighth century b.c.*^ - the dead are 
shown holding a cup. This is precisely the attitude chosen for the statues of Tell Halaf. 
These difler gready among themselves, but the example which we reproduce can be 
contrasted with all the others. In an adjoining tomb chapel was found a statue^ resem- 
bling diose of the Palace portico in style. In another tomb chapel, near the soudiem 
town wall, a group of a man and a woman, carved from one block, and a standing male 
statue were found.^ The double figure has a parallel in a double statue found at Marash ; " 
and the fact that funerary statues were desired in Syria (in contrast with Mesopotamia) 
is emphasized by a number of roi^h or pardy finished figures which were found at Tell 
Halaf,’^ and which might serve the needs of commoners. All these figures would seem to 
belong to a different school, if we compare them with plate 158c. They resemble the 
portico figures, although they are much coarser in workmanship and more clumsy in 
plastic composition; appearing to be litde more than stuffed sacks. Plate 158c shows, on 
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the Other hand, a certain elegance in the profile, with its sharp lower angles, the deeply- 
cut chair (which reduces the heaviness of the whole), and the continuous curve from the 
tip of the nose, over the skull, to the ends of the hair hanging down the back. In the front 
view the bold undercutting of the sidelocks adds interest and hghtness; the cup, too, is 
more elongated than in the other statue. The primitive nature of this piece of sculpture 
nevertheless becomes clear in the deplorable three-quarter view,** wliich was not in- 
tended to be seen, as so often in pre-Greek art. The divergencies between die tomb 
statues are - once more - due to the absence of a sculptural tradition. Every work was to 
some extent an experiment and an improvisation, and the figure of plate 158c has some 
merit from this point of view. It remained, however, without successors. 

With the great bird of plate 157B we enter the sphere of religious imagery. It was 
found on the terrace in front of the Palace and may have stood on top of a polygonal 
column of basalt; fragments of such a column were found, and it would explain why the 
bird is perched on a capital. The legs are lost and are restored in our plate. The creature is 
sometimes described as an eagle, but the curls shown at the back and sides of the head 
connect it widi die griffm of Mitannian and Middle Assyrian art. Winged griffins with 
low crests flanked, in fact, the doorway from the portico to the main room of the Palace 
(Figure 86). It is likely that they are manifestations of a similar power to that which we 
imagine in the bird; in Middle Assyrian art the griffm-man and the griffin seem to denote 
the same demon or deity. The break on top of the head of the great bird suggests a knob, 
such as is found on griffm heads in Greek objects of the late geometric and orientalizing 
periods, rather than a continuous crest. The eyes were inlaid and, unlike birds* eyes, they 
arc trained forward like two cylindrical searchlights. 

The griffins at the inner doorway belong to that large group of guardian figures whose 
bodies appear in relief on the jambs while their foreparts arc treated as sculpture in the 
round. The mounts of the portico figures arc treated in the same manner. In all these 
cases there arc subsidiary reliefs on die open space below the animals* bodies, to the 
detriment of the effect produced by the guardians. Below the lions of the male figures 
there is a supine disembowelled stag; underneath the griffin a bull and a lion fighting; 
underneath the sphinxes on the sides of the portico fighting groups. One of these is 
reminiscent of the mirror handle from Enkomi (Plate i49b) ; for it shows a hero fighdng 
a rampant griffin, while the other group consists of a four-winged genius and two lions. 
The sphinxes arc the clumsiest of the guardian figures, and the most accomphshed are die 
scorpion men at the gate which gave access to the inner Citadel (Plate 158; Figure 85). 
They have four horns - a sign of their divinity - which spring from the temples, and 
they wear a low flat cap. They have the feet and wings of a bird of prey and a nonde- 
script body, ending in a scorpion*s sting. The two figures are, curiously enough, not 
identical. The western one (Plate 158 a) lacks the fringes of curls along forehead, cheeks, 
and lower lip ; its mouth has a more pronounced curve and its beard ends in a single, not 
a double, row of curls. These divergencies arc signs of differences, not of period, but of 
hands. It is certain that many stone-carvers worked simultaneously on the mass of sculp- 
ture required for the Palace. It is also possible that the eastern figure (Plate 158B) was an 
improved version of a theme of which its fellow was a first rendering. 
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In addition to the dozen figures carved wholly or partly in the round, the palace de- 
coration included twelve large, and over 200 small, reliefs; the large ones were in the 
fafiade, the smaller formed a ^do round the south side of the Palace (Figure 85). A few 
were placed inside; one appears behind the griffin in Figure 86. The material of the 
outer slabs was alternating basalt and reddish limestone. 

The large reliefs are superior in execution to the rest; both groups derive their reper- 
toire from the Mitanni-Assyrian tradition, and it is difficult to decide to what extent a 
local (Mitannian) style was revived by the sculptors, since Assyrian art, too, had ab- 
sorbed Mitannian elements (see above, p. 65). Assyria seems, however, the source of 
most of the motifs. In plate 159A we see the winged sun-disk supported by two bull- 
men. From the beginning of the second millennium bull-men appear holding a sun-disk 
on a standard in Mesopotamia.^^ The winged sun-disk arrived by way of Mitannian art, 
the wings which stand for the sky, resting on a pillar.^ But * the pillar of heaven ’ had no 
meaning for the Assyrians, and they did not adopt it. It seems significant that in plate 
159A the Assyrian and not the Mitannian version is followed; the kneeling figure under- 
neath the winged disk likewise follows an Assyrian prototype,’’ and there is yet another 
relief on which two bull-men are shown as supporters of the winged disk without a 
piUar,” 

The small orthostats are likewise dependent on Mesopotamian examples. One shows 
a fish-man with streams of water issuing from liis hands.’^ A large number of them” 
depict fighting animals in pairs, sometimes drawn crosswise, which is an ancient theme 
in Mesopotamian decoration.” None of tlicse groups - lion mauling bull, bull goring 
lion, and so on -- are found on other north Syrian sites. At Tell Halaf they arc not slav- 
ishly copied from Mesopotamian examples, but freely, if crudely, liandlcd. There is a 
lion shown from above, spread-eagled, while it devours a calf ” - a design to my know- 
ledge unique. In addition, tlicre arc archers, horsemen, charioteers (as on all other north 
Syrian sites), and a group of three fighters, two holding their victim between them 
(Plate 159c), which occurs, too, on Middle and Late Assyrian seals and also, as we sliall 
see, on Phoenician bowls. There is further, a variety of winged creatures - lions, bulls, 
sphinxes, griffins; scorpion-men; bull-men; a seraph - if one wishes to apply this term 
to a six-winged figure (Plate 1598).’^ A winged demon with two lion heads” is tlie 
only motif which can claim an imperial Hitdte origin; for it occurs on an ivory plaque 
at Megiddo (p. 131 and Figure 57). The weather-god with his axe, so common on im- 
perial Hitdte and Syrian monuments of the second millennium, and also on other north 
Syrian sites of the first, is absent from Tell Halaf, where, in fact, only one deity is repre- 
sented. He wears none of the clothing of Hitdte and Syrian gods, but a fiat cap with two 
horns coming to the front, a long gown, and a mace, like the gods of Mesopotamia. 
Much could be added to this list to demonstrate that the repertoire of Tell Halaf refiects 
that of Assyria much more closely than do the other north Syrian sites. 

The most surprising reappearance of a Mesopotamian theme occurs on two roughly 
carved orthostats.” They show animals aedng like men: a lion plays a lyre, a lion-cub 
clashes cymbals, a bear and a gazelle bring vessels (these objects are obscure), while a 
large male donkey, a fox, and a number of other animals dance on dieir hind legs. This 
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subject has not, so far, been found on Assyrian monuments, but it goes back to the third 
millennium B.c., where its best-known occurrence is on an inlaid harp from Ur (Plate 
31). Its survival in the ninth century b.c. has a bearing on possible sources of certain 
Greek fables. 

It is striking that all these comparisons of the Tdl Halaf reliefs have led iis not to die 
sculpture, but to die minor arts of Mesopotamia. We have found no sign of acquaintance 
with the great pictorial chronicles which were, as far as we know, invented by the sculp- 
tors of Assurnasirpal II and continued by those of Shalmaneser III. This confirms what 
we have said in the introduction to this chapter, namely that the Assyrian mural decora- 
tions only influenced north Syrian art direedy after Tiglathpilesar III had built palaces 
in Syria. Until that happened the notion to decorate die ordiostats with reliefs was 
adopted, but the subjects of the decoration were either improvised or - in the majority 
of cases - copied from such portable Mesopotamian objects as were available - bronze 
vessels, woven materials, engraved gems, ivory inlays, and so on. The monsters which 
guard the gates arc also derived from this source. Tliis is clearly shown in the case of the 
griffins, wliich, at Tell Halaf and in other north Syrian sites, retain the side-curls which 
they owned in Crete, in Mitanni, and also on Middle Assyrian seals.^ In the reliefs of 
Assurnasirpal, the griflin-demons lack these curls and wear long hair, like the human 
figures.®* This innovation of the Assyrian sculptors remained unknown in Syria. The 
human-headed bull, the commonest Assyrian gate figure, is not found in this role in 
north Syrian buildings, and for the same reason. It was not Assyrian sculpture that could 
serve as models for the craftsmen of Kaparu and Kilamuva. We assume, however, that 
it was known that the decorated orthostats in the Assyrian palaces showed scenes of war; 
for this knowledge would explain the fact that horsemen, spearmen, and other soldiers 
appear here and dicrc among the early reliefs at Tell Halaf and Zinfirli. 

Our illustrations give a fair impression of the execution of the rehefs. In the vast 
majority of cases the figure was outlined, and left standing beyond the surface of the 
stone. Details were added by means of engraving. Even in the most carefully executed 
pieces like plate 159A there is only a minimum of modelling in the faces, while the detail 
on tlic legs, for instance, is engraved, and is fussy and almost meaningless. In most cases 
details are scanty and the drawing, like the carving, is elementary. But reliefs like that 
of plate 159A do show some sureness of design. Such works, with the sculptures in the 
round, must have been made by men with some training, but they were not really 
familiar with the traditions of any one established school. We know from the head of 
Yarimlim of Alalakh (Plates 137-8) and also from some of the statues found at Mari, how 
properly trained Babylonian sculptors worked abroad. We may assume that the kings 
of Assyria could, in the ninth century, offer employment to all competent sculptors in 
the land, and that only some odd individuals who had obtained a mere smattering of the 
craft were available to Kaparu. 

In the methods of composition, too, the influence of the minor arts can be traced. A 
man carving a spoon or a mirror handle or a piece of inlay, has to arrange the whole of 
his subject within the limits of the raw material at hand. Now we observe at Tell Halaf 
that no scene or modf spreads over more than one stone. Since the orthostats arc, .on the 
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whole, natrow upright slabs, the subjects are adapted to this awkward shape. la Assyria 
this problem was solved in a difierent way; the ordiostats were divided into two con- 
tinuous bands which went round the room and could accommodate even the most 
complex narrative scenes. But at Tell Halaf the inventions of the Assyrian sculptors were 
apparently not well known; we see, for instance, men in a chariot pursuing wild catde, 
but their game, at which an archer aims, does not appear in front of the horses, but above 
them where there is room.** hi another scene, a Hon-hunt, the game appears below the 
horses;*^ in yet another a diminutive archer is drawn on the back of a huge rampant 
lion.** On the other hand, groups of crossed fighting animals can easily be drawn within 
an upright oblong, and diis explains their popularity at Tell Halaf. 

At ZinqrH the oldest remains are contemporary with, or but a Htde later than those 
of Tell Halaf.** In the south gate of the Citadel (Figure 83) some figures - the bull and 
the Uon - are spread across two orthostats. One can also consider as a single scene ex- 
tended over several stones the archer taking aim at a stag and a &wn, even though the 
game is round a comer of the actual wall. At another point one stone shows an archer 
taking aim, and the next a stag shot through the neck pursued by the hunter’s dog.'^ So 
we may speculate whether the gesturing man in front of the guitarist is a dancer or singer 
whom he accompanies; whether the man with the long staff accompanies the warrior 
pushing a captive before him; whether the winged monster belongs to the weather-god 
on the next stone, an association vaHd in Mesopotamia from early to late times. Where 
no single idea underlies the composition, and often the joining of orthosuts is obviously 
fortuitous, no possible interpretation is either wholly excluded or fully warranted by the 
juxtaposition of the stones. 

The influence of the minor arts of Mesopotamia is hmited at Zini^irli to some mon- 
sters. One - the sphinx with a human head, and a lion’s head on the chest (Plate 161) - is 
probably of Hittite descent.” The groups of crossed fighting animals are absent; the 
goats flanking a tree are a Near Eastern commonplace. In contrast with Tell Halaf, Zin- 
firh included a number of divinities among its reliefs (Plate 160, b and c), and they are 
indigenous, still dressed m provincial Hittite attire, with tall cap, kilt, and pointed shoes. 
Weather gods swing their axes and hold a triple hghtning or thunderbolt, unknown in 
Mesopotamia, and appearing in Anatoha only with the lion Gate reUefi of Malatya. 
The figure with a long veil and a mirror is the goddess Kupapa. It is odd that two people 
at a meal, a subject normally reserved for funerary steles, should be figured here on the 
orthostats of the Citadel Gate. 

About this time - still in the ninth century - two large statues were set up, one at Zin- 
^li -and one at Carchemish. The first, which was over twelve feet high, was found 
against the rough east wall of building J which was built by Kilamuva” (Plate 163). Its 
base was in place, but the statue had been Hfied out of its socket and had been ‘ buried ’ 
alongside. In the eighth century an over-life-sized statue of a king had been similarly 
treated at Malatya,” and this circumstance, as well as the absence of all divine attributes, 
makes it probable that the statue found at Zin9irU represents a king - perhaps Kilamuva - 
and not a god as is sometimes asserted.” For another large statue, inscribed and thus 
identified as a representation of the god Hadad, does wear a homed cro-wn.” A comparison 
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of the bases corroborates our interpretation: at ZinijirU the base consists of two Hons 
hdd by a figure closed exaedy like the king. The Carchemish statue rests on a similar 
base, but here the lions are held, not by a man, but by a griffin-demon; and here the 
statue wears, indeed, a homed crown, holds a kind of double hammer and is identified 
by an inscription as the god Atarlukas.^^ This seated statue combines the squared lower 
portion with a rounded upper part in the manner of the funeraxy^ statues from Tell 
Halaf. 

The statue of a king of Malatya^ which was buried in a grave specially cut for it, is 
carved in the elaborate Assyrknizing style which north Syrian art adopted in the last 
quarter of the eighth century b.c. He wears sandals, a long pleated gown, and a diadem 
with rosettes occasionally found on figures of Sargon at Khorsabad (Plate 96). The same 
costume is worn by the ruler of Sakjegeuzi,^* whose reliefs are executed in an identical 
late north Syrian style. 

Instead of the variety of monsters guarding die gates of Tell Halaf, there arc, at Zin- 
(irli, almost exclusively lions, and it is worth while, at this point, to quote a contemporary 
text explaining their character. The Assyrian governor of Til Barsip on the upper Eu- 
phrates installed about 770-760 b.c. two gate lions at his palace. He gave them die fol- 
lowing names: 

The impetuous storm, irrcsisdble in attack, crushing rebels, 
procuring that which satisfies the heart 

and 

He who pounces on rebellion, scours the enemy, drives out 
the evil and lets enter the good. 

The last phrase recalls the apotropaic character of the device which had originally been 
reserved for temples. The Hittites of Boghazkeuy, the Assyrians, and finally the north 
Syrian princelings had adopted it to demonstrate their consciousness of power and to 
maintain alive among the people that fear which ‘satisfies the heart* of their rulers. 

The earlier north Syrian lions are merely brutish. But in the course of the eighth 
century they change their style and allow us to judge how strongly the closer contrast 
with the Assyrian art of the Syrian palaces of Tigladipdcsar III influenced north Syrian 
sculpture. The diree lions of figure 87 were all found at Zinprli. The one on the left 
protected gate Q in figure 82, built by Kilamuva, presumably about 830 b.c. and leading 
into the court of die palace, b%t--hilani J. The one on the right belongs to the southern 
colonnade (P) built by Barrekub after 730 b.c. It copies rather successfully the Assyrian 
rendering of Uons, as known, for instance, from the temple of Ninurta at Nimrud.^ The 
lions from Sakjegeuzi (Plate 155) and Tell Tayanat (Plate I5<5) are its near relatives. The 
middle lion of figure 87 was found with some others between the outer and inner gates 
of the Citadel, and its date remains uncertain. It does not represent a transition between 
the old and new types, but an abortive attempt to produce something like the later 
images. We cannot say whether it is older than the figure on its right or a contemporary 
failure.*® 

A similar contrast between works made in Syria before and after Tigladipilesar III, 
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Figure 87. Three guardian lions from gates at Zin^irli 


exists in the treatment of common subjects on the reliefs. Plate 159c comes from Tell 
Halaf and belongs to the ninth century; figure 88 shows how a tliemc was Assyrianized 
at Carchemish in the eighth century b.c. Note that not only the appearance of the figures 
but also their execution is very much better than in the older example. At Zin(;’irli there 
are a few commemorative reliefs in the new style (which we sliall discuss presently), but 
not a series of decorative orthostats which could be compared with the older set at the 
south gate of the Citadel (Figure 83). For such a comparison we must go to Carchemish. 

Carchemish was never taken by the Aramaeans, and was more intimately connected 
with the imperial Hittite past than any of the other cities. The subject-matter of its reliefs 
shows traces of this continuity. The contrast is well illustrated by a relief found at the 
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Figure 88. Reliefs, from Carcliemish 
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witcr-gate** to which we have referred already (p. 165). It depicts a libation ceremony 
also represented at Malatya (Plate 1333). The ritual and the attributes of the god evi- 
dendy survived, but the rendering shows a translation of the old theme into the north 
Syrian idiom of the eighth century. Its companion piece,®* also from the water-gate, 
shows that the king wore a beard, and he is seen at table, attended by a servant with a 
fly-whisk and by a lute-player, in accordance with the Assyrianizing fashions of the time. 
The lute, with its cord and tassels tied to the neck, resembles one depicted at Zinqrli, but 
not the Hittite instrument.®* 

There arc, however, some reliefs at Carchemish representing named kings of the ninth 
and eighth centuries b.c. They are less summarily executed.®^ A stela found at Til Barsip, 
showing a weather-god under a winged disk, seems also to belong to the ninth century b.c.®* 
The later reliefs at Carchemish draw heavily on the Mesopotamian repertoire; there is, 
again at the water-gate, a winged Hon with the claws of a bird of prey and a fantastic 



Figure 89. Reliefs from Sakjegcuzi 

tail;®® elsewhere a pair of bull-men was found, holding spears as they hold sun-standards 
in their homeland, together with a Hon-headed demon ;®^ a hero mastering animals;®® 
bulls flanking a sacred tree (Figure 88 b) ; and winged sphinxes of a type peculiar to Late 
Assyrian seals.®^ A comparison with the south gate of the Citadel of Zin<;irli (Figure 83) 
and with Tell Halaf shows the infinitely superior design of tlie Carchemish reliefs, a 
result of Assyrian influence. 

At Sakjegeuzi this influence is even more striking. The two slabs on the right of the 
portico (Figure 89; cf. Plate 155) include a grifhn demon more Assyrian in appeal ance 
than those from Carchemish;^ it bears the bucket of holy water and the sprinkler of its 
prototype, but not its long cloak, and lacks both crest and human hair. This is the 
stranger because the Assyrian type occurs on the orthostats of Til Barsip.^’ The two deities 
flanking a sacred tree beneath a winged disk of figure 89 are likewise more Assynan- 
looking than most other north Syrian gods, although they would look odd in Assyria. 
At this time, in the last third of the eighth century, such divergences from Mesopotamian 
prototypes were no longer due to negligence or lack of skill, but rather to variants 
of common thgin^f ^ which began to be established and might have given tiae to a 
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truly native art, if the development bad not been interrupted by Assyrian conquest. 
A Syrian invention, for instance, is the double sphinx base, which occurs at Sakjegeuzi 
(Plate 155) and at Zin^irli, and which was copied in Assyria. The column base of 
plate 154B is likewise typical for north Syrian art; it recun in Barrekub’s Hilani K at 
Zin^irli.’^ On the other hand, the Assyrian example was followed, when a line of 
ordiostats showed, instead of decorative designs, long processions of figures to serve as 
foil to the royal person. In die ninth century this device was unknown both in Syria and 
Assyria, but Tigbdipilesar in used it extensively in his reliefs and paintings of Arslan 
Tash and Til Barsip. It dominated the decoration of Sargon of Khorsabad. In comparison 



Figure 90. Couiders, from Zin^iili 


widi these dbplays the north Syrian courtiers look rustic enough (Figure 90), and at 
Carchemish the repetition is overdone in the long and utterly lifeless rows of soldiers, 
courtiers, and women at a religious ceremony.’^ Yet these renderings of local courts are 
not always without originality. There is not, to my knowledge, an Assyrian example of 
a falconer as at Sakjegeuzi, and at Zin9irli there is a procession of musicians rendered 
with some liveliness (Plate i6ob).’* There is also a certain ease and freedom in the relief 
which accompanies the building inlscription ofBarrekub of Zin^irli (Plate 162). In the 
ninth century Kilamuva had erected such an inscription, and alongside he had himself 
depicted painstakingly conforming to the etiquette of the Assyrian Court.** Barrekub, 
almost 100 years later, had certainly assimilated Assyrian culture to a much greater ex- 
tent; he used furniture which to all intents and purposes was Assyrian,** and his artists 
were Assyrian-trained. But for this very reason he did not trouble to imitate the As- 
syrians; he appears in his official portrait with Aramaean side-locks and a shawl, shoes, 
and cap which would have raised eyebrows in Nineveh. And the scribe appearing before 
him carries, not a clay tablet and stylus, but a pen-case and writing material - probably 
papyrus - suitable for the Aramaean script, hi these matters customs differed from place 
to place. We have seen that at Sakjegeuzi and Malatya the rulers did not wear side-locks 
and appeared in sandals, bare-headed and with a rosette-studded headband, as did 
Sargon.** 
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The funerary stele of the queen of Zin<;irli^ is closely related to the relief of plate 162. 
The lady is shown at table, a servant with side-locks waving his fly-whisk over the 
dishes. She holds a drinking-cup, like the sutues found in the tomb chapels at Tell Halaf 
(Plate 158c). A number of tomb steles have been found at various places, especially at 
Marash.^ They are often crude works, showing the dead at table, with cups in their 
hands, and sometimes associated with other persons or objects. A woman may support 
her child on her knee, a pomegranate in one hand and a lute in the other. In figure 91 
the two women hold pomegranates, the smaller one (possibly the daughter) a mirror, 
the man an ear of com and a cup. The man’s facial type, and the way in which he has 
dressed his hair and beard, shows that the Aramaeans were well established even at the 
very foot of the Taurus Mountains. The ear of com, and probably tlie pomegranates, are 
symbols of resurrection or rejuvenation which we have not, so far, met in Syria. 

The relief of plate 164 shows that the influence of north Syrian art had penetrated 
even beyond the Taurus range.*®® In this relief, which is eighteen feet high and was cut 
in the rocks near Ivriz, King UrpaUu of Tyana stands before the god Sandas. Both 
figures have the stocky build, the curved nose, fleshy nostrils, large eyes, and abundant 
hak which distinguish the Assyrians, and suggest a strong Armenoid strain in the popula- 
tion. When the Aramaeans are depicted in the same manner, the question arises whether 
their physical appearance resembled that of the Assyrians or whether it is merely due to 



Figure 91. Tombjtonc, from Marash 


the training of their sculptors. The rock relief of Ivriz poses that question even more in- 
sistently; for there were certainly no Assyrians and perhaps no Aramaeans in this region. 
It has been said that we have at Ivriz an wcample of early Phrygian art.*®* Urpallu is 
known to have submission to Tiglathpilesar in in 738 b.c., and in 690 b.c. the 
Phrygians were ruined by die invasion of the Cimmerians from the north. The king s 
robe is certainly not Assyrian nor Hitdte nor Aramaean. The god Sandas retains modi- 
fied features of Hittite dress: the shoes with upturned toes, die tumc with the peculiar 
stylization of the lower edge which elsewhere characterizes Hittite costume (e»g. Plate 
^ 3 3b), and a pointed cap surrounded by two bands to which horns arc attached. He holds 
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bunches of grapes and ears of com. Before him Urpallu clasps bodi hands and lifts diem 
in a gesture of Motion unusual in Near Eastern art. Rare, too, are the embroidered robe 
with the swastika border, the cloak fastened with a knobbed brooch and the patterned 
cap. 

We had better avoid the term 'Phrygian art*, just as we did not speak of ‘Aramaean* 
or 'Hurrian* art. In all these cases peoples without sculptural traditions adopted as best 
they could forms prevalent in the region they occupied. The rock-relief at Ivriz, al- 
though influenced by north Syrian or Assyrian art, belongs to neither. It reflects a vasdy 
different world of feeling. The north Syrian monuments seem secular in comparison. 
It is true that ancient art is never without reference to the superhuman, and we have 
noted, in gate-figures and reliefs, monsters, demons, or gods swinging their axes in a 
conventional gesture. But they are interspersed among the modey of designs which show 
game and soldiers and the king among his courtiers or musicians. At Ivriz, on the odier 
hand, there is the stark confrontation of king and god, expressing the god’s power and 
die king’s dependence with a simplicity and dircemess which we have not met, so far, 
outside Mesopotamia. The relief also proclaims that the fruits of the earth are gifts of the 
god, and however strongly this belief was held throughout the ancient world, Hittite, 
north Syrian, and Assyrian art did not express it in diis striking fashion; they depicted 
the rituals devised to ensure divine favour, not the beliefs which inspired the rituals. 

Another group of monuments was probably Phrygian, but they are less novel and re- 
vealing; it consists of some orthostats found near Ankara and hence in ancient Phrygia, 
and showing a grifhn, horse, Uon, buU, and a bearded human-headed lion.***^ The bodies 
are elongated and clumsy, but the modelling is rather good. In their subjects as well as 
their style they diverge from north Syrian art, but share with it an ultimate dependence 
on Mesopotamia. It has been suggested^*** that they arc linked withit, not through north 
Syrian but through Armenian, Urartian, art. The kingdom of Urartu challenged As- 
syrian supremacy from about 823 to about 750 B.c. It dominated the northern foothills 
as fsur west as the Orontes from 780 to 750 b.c. when Tiglathpilesar III began to restore 
the Assyrian suzerainty in north Syria.**” The Urartians are not known as sculptors, but 
were excellent metal-workers, as we shall see, although dependent for their repertoire 
on Assyria; and it may be that some of the orientalizing motifs which are found in 
Greece and Etruria in the seventh century had reached the West, not through the Phoeni- 
cian ports, but from Armenia through Phrygia. Urartu and Phrygia were aUied against 
Assyria; both were overrun by the barbarous Cimmerians. It may be that the master 
metal-workers of Urartu, fleeing before the Assyrian and Cimmerian invasions, betook 
themselves westward throt^h Phrygia to Crete and onwards to find security in Etruria.*^ 
We may at least admit a possible Urartian influence in Phrygia about this time, and this 
would explain the pronounced difference between the reliefs from Ankara and the north 
Syrian works. 

One other Anatolian site has produced sculpture which superficially resembles north 
Syrian art, but in reality stands apart from it. This is Karatepe, a small fortress on the 
Ceyhan (Pyramos) in ^e foothills of die Taurus.**** Its builder left a record in Hittite 
hieroglyphs and in Phoenician. His name is Asitavandas, and he reports how he was fint 
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made great by the king of the Danunians and afterwards himself ruled over the plain of 
Adana. Excavations show that the fortress was built all in one, and likewise destroyed by 
a single great fire. This may have happened between 725 and 720 b.c., since Sargon of 
Assyria refers to a subjected Cilicia, or in 680 b.c., when Esarhaddon led a campaign 
there. The later date is the more probable.^®® The sculptures - orthostats found in two 
gateways - would then be later than any we have discussed so far. They also strike one 
as deriving from other sources. The Mesopotamian themes, such as the grilEn demon, 
arc barbarously malformed, and they appear alongside purely Egyptian motifi, for in- 
stance the dwarf-god Bes. These two facts, in combination, suggest a Phoenician source 
for the repertoire, and this conclusion is corroborated by the sphinxes guarding a gate. 
They do not resemble any member of their race discussed in this chapter, and show their 
Phoenician origin by the piece of embroidered cloth which covers tlicir front legs; it is 
a standard feature of the ivory sphinxes of Phoenicia wliich we shall discuss in the next 
section. Now Esarhaddon defeated, on the campaign of 680 b.c., a coalition of the 
Phoenician Abdimilkutti of Sidon with Sanduarri of Sis, which is modem Kozan, thirty 
miles north-west of Karatepe.^®® The builder of Karatepe translated his inscription from 
Hittitc hieroglyphs into Phoenician, not into Aramaic. And, so far, the structures ex- 
cavated on the site show no trace of a hii 4 iilani, which one would cxpci't in a locality 
which formed part of the north Syrian province. On the other liand, a large statue, over 
seven feet high, and placed on a pair of bulls, recalls those found at Zin^irli and Car- 
chemish.“® The sculptures were carved on the spot and their makers were innocent 
even of such skill as had been acquired in north Syrian centres between the ninth cen- 
tury, when tlic south gate of the Citadel of Zinfirli and the palace of Tell Halaf were 
erected, and the late eighth century, when the Carchemish and Sakjegeuzi sculptures 
were cut. The workmen of Karatepe were much less competent. They made, as guardian 
figures, two lions, maneless and high on the legs, and the heavy-headed sphinxes 
to which we have referred. All these figures had inlaid eyes. The reliefs sometimes pos- 
sess a liveliness uninhibited by an awareness of the artistic problems involved in their 
composition. Signs of haste and lack of skill are as much in evidence as lack of sculptural 
tradition; some pieces are unfinished. Others, though adjoining and connected by sub- 
ject-matter, are inconsistent in style.^^ This is the case, for instance, with the orthostats 
which combine to represent a scene of feasting {Plate 165, A and b). They differ in size, 
are unevenly divided, and carved in divergent styles. On the left, servants bring food and 
musicians play their instruments. These are heavy figures, placed woodenh' side by side. 
Some of the details, such as the beards and headbands of the serving-men, as well as the 
modelling in general, suggest a ftint acquaintance with north Syrian work.^^ But the 
adjacent orthostat to the right seems pure improvisation. The ruler is shown at table, 
with a throne and footstool. In front and behind (meaning, probably, on either side) 
stand servants with fly-whisks. Underneath the table heavily laden with food, a monkey 
seems to be picking up scraps. In the lower register additional provisions, including meat 
on the hoof, are brought. Not a single figure is well constructed, but a general air of 
lively activity pervades the scene, aided by the queer, rather appealing profiles of the 
P^ple, with the mouth drawn on the lower outline of the face. 
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One row of oithostats was found complete and in their original position; they render 
the local version of the griffin-demon under a winged disk; dien a woman or goddess 
suckling a standing boy under a palm-tree, a scene ultimately of Egyptian derivation - 
Isis and the king or Isis and Honu - but known from Phoenician bronze bowls;”* next 
a man gripping a rampant lion by the head while driving his spear home. The next stone 
shows, above, two nondescript birds, meant no doubt to be vultures, over a prostrate 
animal, while below we seem to meet an inversion of die Mesopotamian theme of the 
hero subduing animals; for two lions are apparendy getting the better of a man. Next 
comes an archer with his game, and, finally, against the lion at the entrance of the gate, 
we see Egyptian Bes with a monkey squatting on either shoulder. In plate 165c we see 
a hunter and a stag, and below two butting bulls standing, not on mountains as we would 
expect, but on a border of lotus flowers and buds, a design of Egyptian derivation. 

Occasionally a group makes a pleasing pattern, two warrion, for instance, with the 
crested helmets and round shields also seen in the contemporary art of Greece (Plate 
i65e);^” the design of the horsemen above is likewise redeemed by their symmetry. 
But on the whole the designs are negligible as works of art. 

It remains true that the reliefs of Karatepe, like those foimd on north Syrian sites, 
may have fulfilled an important role as transmitters of oriental themes to Greece; but 
on the whole Greece derived such subjects, as Syria and Anatolia had done, from the 
easily transported products of the minor arts. The north Syrian and Cilidan ports 
played a part in their diffusion, but its main agents were the Phoenicians, whose reper- 
toire is reflected in gross distortion among the sculptures of Karatepe. 


Phoenician and Syrian Art 

The hallmark of the Phoenicians is the lavish use of bungled Egyptian themes. After the 
passing of the Peoples of the Sea the inland cities of Syria drew on the Mesopotamian 
repertoire for a renewal of their arts; but the Phoenicians drew on Egypt. This much 
is dear, but any further characterization of Phoenician art must be provisional. Sidon 
and Tyre have not been excavated. The works which we recognize as Phoenician have 
been found in Assyria, Cyprus, Greece, and Etruria - regions of intense artistic activity 
liable not only to copy but to modify imported modek. In many cases we cannot say 
whether ivories or bronzes are Phoenician works or more or less fiiithful local imit»> 
tions.*” 

However, this may be, it is certain that Phoenician and Greek traders carried the pro- 
ducts of these crafts to the West. The Iliad is explidt on tiiis point,^” and the prevalence 
of quasi-Egyptian themes on bronzes and ivories - whether fotmd in the west or in the 
east, in Assyria - cannot be explained on any other assumption than that of Phoenician 
manufacture. For such themes were not suffidendy familiar in the Asiatic hinterland; 
and along the Nile valley they were used in their proper context and form. 

We know, in fiux, that the products of the Asiatic tnainland looked very diffixent 
from those of the Phoenicians. Some ivory plaques found at Nimrud are engraved in a 
purely Assyrian style (Figure 39).“* An engraved bronze bowl,^” and die engraved 
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bronze bands of masts erected in die temples,*** present striedy Assyrian sul^ects. Hiere 
is no trace of Egyptian motifs anywhere. The ivories and bronzes found at Topra Kaleh, 
near Lake Van**^ in the kingdom of Urartu, are equally free from admixture; they are 
peripheral Assyrian, to put it tersely. A fine ivory head from Babylon is, again, purely 
Mesopotamian in type and treatment, differing in both respects firom those which are 
ascribed here to the Phoenicians. 

There may have been a trickle of Urartian metal-work to the west, and it has even 
been supposed that Urartian metal-workers moved from Armenia to Phrygia, and hence 
to Etruria, before the onslaught of the Assyrians and, later, of the Cimmerians.^* The 
main influence of East on West was, however, exercised through trade; and the sea-route 
from the Levantine ports of Syria was a great deal easier to use than the overland route 
through Anatolia to lonia.^*^ There is perfectly good evidence for a route from mainland 
Greece to Crete and Rhodes and from there to the Syrian port of Al Mina, at the mouth 
of the Orontes, where Proto-Corinthian pottery dated from the middle of the eighth 
century onward was found. A typical Luristan ring, discovered at Perakhora^** near 
Corinth, and a typical Luristan ewer found in Samos, can only have travelled firom 
Persia to the Aegean through trade channels. And various objects serving as examples to 
local craftsmen may have reached the West in the same manner, but probably not 
along the same route.^*^ Four strands of oriental influence in Greece have been distin- 
guished:^ (i) Phoenician, meaning *thc composite style wliich began to be developed 
in the eighteenth century B.C., and continually absorbed new themes from other arts, 
without any striking change in style, till the fifth century’ ; (2) ivory carving of central 
Syria (an influence which I call, for the moment, likewise Phoenician (see p. 191 below)) ; 
(3) die sculpture of die north Syrian cities; and (4) metal-work of Urartu. And it has 
been argued that Greece was connected with each strand by a different route. If it is cer- 
tain that Phoenicians traded in Greece, we now know also diat Greeks were settled at 
Al Mina, at the mouth of the Orontes, far nordi of Phoenicia, on a main route to Meso- 
potamia and Urartu; and no Phoenician objects were found there, but plenty of Greek 
pottery from about 750 or a litde earlier, down to about 600 

It is, however, also relevant to remember that the Syrian herds of elephants were, 
apparendy, exterminated by the eighth century b.c. and that ivory had to be obtained 
by trade, probably from India through Arabian middlemen, and that the Phoe n icia n s 
were engaged in this trade.**® We do not know to what extent the Phoenicians drew on 
their hintgr lanrl for their supplies of finished articles in different materials, but it seems 
safe to assume that the objects discussed in the following pages were used, exported, and 
to a large extent manufactured by Phoenicians. 

In the dispersal of such articles towards the East, diplomacy played as large a part as 
trade. Several Assyrian kings*** mention ivory stools, beds, and thrones which they re- 
ceived as tribute from Damascus and the Phoenician cities. The description includes small 
objects made entirely of ivory*** and others decorated with turned or carved parts and 
**flays of ivory. Such pieces have been found in many places, and they often bear 
Phoenician letters scratched on die back, presumably to guide the cabinet-maker in the 
assembly of the parts. This is strong evidence of Phoenician manufecture, which is not 
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invalidated by the &ct that a bed found in an Assyrian building at Arslan Tash beats an 
Aramaic inscription: ‘This ... is carved by ... son of Anuna for our lord Hazael in the 
year . . Since Hazael was an Aramaic king of Damascus, the inscription would, by 
itself, show that the bed was made there. But it does not exclude the possibility that the 
bed was made by Phoenician workmen - or that the carved pands (the inscription is on 
an undecorated piece) were obtained from Phoenicia just as damask or silk is used for 
upholstery away from the places where it is manu^tured. However, there is little pro- 
fit in guessing at the precise circumstances under which this bed was made. 

The discovery would obviously give us a date for the Phoenician style of carving, if 
we could be sure which of the panels belonged to the bed of Hazael. This is, unfortun- 
ately, only possible to a very limited extent, for there were two beds standing in the 
room, and only a few carved panels can be assigned widi probability to die bed of 
Hazael. Its presence at Arslan Tash can however be explained. Hazael’s son, Ben-Hadad, 
made submission to the Assyrian king Adadnirari III in 802 b.c. and, among the tribute 
which he offered, ivory furniture is especially mendoned. But die main buildings at Ars- 
lan Tash were constructed by Tiglathpilesar III, 100 years after Hazael, and there is no 
certainty that some of the ivories found in die ruins do not beloi^ to the later period. 

Discoveries at Samaria raise the same problem. Ivories found there liave generally 
been ascribed to the reign of Ahab of Israel (875-850 b.c.) because of ‘the ivory house 
that he made’ (I Kings xxii, 39). And since Ahab married Jezebel the daughter of die king 
of Tyre, one would expect Phoenician works in his palace. But on the other hand, 
Samaria was not destroyed before 722 b.c., and it is probable that more recent furniture 
than that made for Ahab was in use in the palace at the dme of the catastrophe. In fact, 
the ivories found at Samaria, hke those from Arslan Tash, resemble some found at 
Khorsabad so closely that we must assume either that they are from about the same date 
(end of the eighth century) or that the same modfs were repeated for 100 years or more 
without much change. Although this last alternative is not impossible, one could hardly 
accept it without proof. The couch of Assurbanipal, for instance (Plate 114), shows at 
the top panels of ‘the goddess at the window’. But instead of the single face of plate 
170B we see that in the seventh century two figures were depicted, at knee length. Here, 
then, the lapse of some fifty or more years has, in fact, produced a change in design. 

It has been necessary to point out these uncertainties to explain why no history of 
Phoenician ivory-work can be given, not even a development of its style from the ninth 
to the sixth centuries. An early and a late group are known, but the intermediate stage 
remains uncertain. We can distinguish a number of works made in the ninth century and 
a more numerous group belonging to the last third of the e^hdi century, when Tiglath- 
pilesar III, Shalmaneser V, and Sargon campa^ed against the Syrian and Phoenician 
princes and obtained, as booty or tribute, the furniture into which the ivories were 
fitted.^ But we do not know whether any of the pieces which happen to be preserved 
belong to the early part of the eighdi century. 

The bronze bowls are even less well dated, and it is almost impossible to isolate 
Phoenician metal-work and Jewellery firom that of other regions. But one thing is dear: 
the decoration of both ivories and bronzes shows affinities with the repertoire of the 
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second millennium b.c., pointing to a continuity which is absent in sculpture. But, then, 
there was not at any time a tradition of stone-work in the Levant, while the carving of 
ivory and engraving of metal were old-estabhshcd crafts which, apparently, the migra- 
tion of the Peoples of the Sea did not destroy. 

• Ivories 

There are two finds of ivories which belong to the ninth century b.c. One comes from 
the south-east palace at Nimrud,^^* the other from Tell Halaf, from a tomb ante-dating 
the Assyrian occupation of 808 b.c. The most characteristic pieces on both sites arc fine- 
featured heads of women (Plate i67,D,E,andb). The majority arc from one to two inches 
liigh, but one found at Nimrud measures more than five inches.*^ All of them differ in 
specific rcspccts^^ from the heads of the later style of which the most beautiful one is 
a quite exceptional piece, measuring six and a half inches in height.^^ Sometimes two 
figures of naked women are joined back to back (Plate i66a) to serve as an clement in 
the decoration of a piece of furniture, or perhaps as a handle for a fan, a mirror, or some 
other objcct.^^^ There arc great differences m quahty between pieces from the same site, 
but thebestare very good indeed. It is a remarkable instance of the persistence of habits or 
dress in tlie East that the flat caps worn by these women are practically tlic same as those 
on the Megiddo ivories (Plate 151, A and b; Figure 75). Thc>c caps arc not shown on As- 
syrian monuments, and confirm the Levantine origin of the ivories. Some of these show, 
moreover, Egyptian features. The fan handle of plate i66b displays four men holding 
hands. Clothed in Egyptian costumes, they stand round a pillar with a composite flower- 
and-palm-lcaf capital. Another piece of ivory, the frontlet of a horse, shows an Egyptian- 
looking woman holding a papyrus flower and standing under a winged sun-disk with 
two uraei, striedy conforming to the Egyptian pattern. The v/oman wears, however, 
the hair ornament which we also sec in plate 170B; and this is not Egyptian. 

With these pieces were a number of round unguent boxes in which Egypdan in- 
fluence is much less evident (Plate 167, B and c). In fact, it is only apparent in the 
wigs, and in some of the costumes of the figures. It has been supposed that they were 
made in north Syria rather than in Phocnicia.^^^ This may be so; it is curious that the 
flame-like design on the thighs of the sphinxes of figure 92, and of the Hon of plate 
167c, occurs also at Tell Hsdaf (Plate I59 a).^^ 2 The manner of carving the boxes also 
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di£[m firom that of the Phoenicians; it is more crisp and tight. But it could possibly be 
argued that this contrast is due, not to locality, but to period; for here we are deaJii^ 
with the earliest ivories. However that may be, die designs on the boxes are related to 
the two open-work plaques found at Hama.*^ Here, too, the flame-like design occurs 
on the hind legs of struggling sphinxes and butting bulls flanking a ‘sacred tree*. But the 
relief is shallower and finer than that of the boxes, and the layer in which they were 
found belongs to die eighdi century. Either the plaques of Hama were antiques when 
they were buried, or the stylization of the thigh muscles is not a safe indication of a 
ninth-century date. The subjects of decoration of die unguent boxes have no parallel 
among later Phoenician ivories and recall themes widely used in the Levant during the 
second millennium. The enthroned ^ure which receives food to the sound of the small 
orchestra of plate 1678^^ recurs on the Megiddo ivories (Figure 75), and, without the 
musidans, at Byblos (Figure 76) and at Beth Peleth in Palestine. The struggles with 
animals are popular at Ras Shamra (Figure 68) and at Enkomi in Cyprus (Plate 149B). 
The box with the musicians bears on its edge ‘remains of Phoenician or Aramaean let- 
ters’.*^ It is perhaps most likely diat the boxes were made somewhere to the north of 
Phoenicia proper. 

Some ivories, found in Syria, but at an unknown place, may be tentatively placed in 
the ninth century b.c. also (Plate i67a).*^ They differ from all other groups, and include 
a number of inlays which seem to have been direcdy fitted into the wood rather than 
forming part of a complete plaque. But the sphinxes with dowel-holes above and below 
belonged, apparently, to a piece of fiimiture, distantly recalling those of figure 112, at 
least by the cast of their features. They are exceptionally well modelled in the round. 
The ivory is stained red and some pieces show traces of gilding. 

Among the ivories discovered at Arslan Tash the fine figure of plate i68c was found 
so dose to the bed of Hazad (see p. 190 above) that it probably formed part of it. It 
diflfers greatly firom all the other plaques, but its setting of entwined papyrus stems would 
not be strange in Phoenician work.*** Other pieces found near it (Plate i68a and b) are 
so dose to the ivories firom Khorsabad that they cannot be separated firom diem by 100 
years without some compelling reason.*** 

It is possible that the graceful frieze of palm-trees is also earlier than the majority of 
the ivories, since it was foimd only at Samaria and at Arslan Tash (Figure 93) and at 
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Carchcmish, possibly in an early context.'^ The designs differ in detail; at Samaria for 
instance two bunches of dates appear similar to those of figure 93 . 

We must now describe die large group of ivories which we assign to the last third of 
die eighdi century b.c., when Assyria subjugated Syria and Phoenicia, admitting that 
some older pieces may have been accidentally included among them.^" Most subjects 
are represented in sets of as many as a dozen copies, which evidendy formed decorative 
bands or repeating insets in furniture. There were even at one site, Arslan Tash, two sets 
of the cow suckling her calf (Plate 169B). The one is in open-work and is most delicately 
modeUed; the other, in which the ivory background is retained, shows a far-reaching 
conventionalization.^*^ The eyes are sometimes inlaid. Fragments of such plaques were 
also found at Nimrud.^*^ A design similar in general character consists of a grazing stag; 
it is found in open-work at Nimrud; at Assur, where it is set in a bronze background; 
and in solid ivory at Arslan Tash.^** In all these animal plaques there is a simpheity and 
a sensitivity of modelling which are unusual in Phoenician work ; yet the stag from Assur 
appears among papyrus dowers, and the incongruity of this setting is in keeping with 
Phoenician usage. 

A number of plaques are free renderings of Egyptian themes. In Egypt thrones and 
other royal furniture were decorated from ancient times with a symbolical design, 
‘Union of the two Lands’, in which two gods bind together the plants of Upper and 
Lower Egypt. Plate 168 A shows one of a set of panels derived from this prototype; but 
little remains of the original vegetation, and of the costume only the wig, and a parody 
of the Double Crown. The central design is enriched by die small figure of a goddess, 
presumably Maat, although she does not hold her attribute, the ostiich feather, but a 
crook which is not normally shown in the hands of Egyptian goddesses.^*^ Another set 
of panels (Plate i68b) shows in the centre a god on a stylized flower. This might cither 
be the yoimg sun-god appearing in a lotus from the primeval waters, or the birth of 
Horus in the marshes, where Isis liad hidden him from her enemies. In that case the at- 
tendant figures should be female, not male; in the odicr context they arc out of place 
altogether.^** Yet one not disturbed by a knowledge of Egyptian iconography who 
considers the plaques on their own merits would grant that they achieve a sumptuous 
ornamental effect, which was enriched by die application of gold-foil to some details. 
There are also pieces carved on three sides, with indeterminate Egyptian figures, for in- 
sets in furniture.^** 

An exceptionally fine design both as regards composition and workmanship is shown 
in plate i68d.^*^ Ram-headed sphinxes confront one another between sacred trees . 
They wear an atrophied Double Crown. Their horns, genitals, feathers, and necklaces, 
and the bands round the ‘sacred tree’ were picked out with gold. The carving of the 
bodies, the plumage and the cloth hanging between the front paws resemble the sphinxes 
from Khorsabad so closely (Plate 170c) that it is hardly possible to separate them in 
time.**® This applies also to some of the sphinx-plaques found at Arslan Tash; others 
show squatting or resting sphinxes, with varying details.^** At Samaria there are clumsy 
versions,^*® at Nimrud yet further variants, and one sphinx plaque was found as far 
afield as Crete.**® 
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Some themes were executed in a yet richer manner, with parts of the ivory cut away 
to take incrustations of semi-predous stones and glass-paste of diSerent colours. One 
piece, firom Nimrud, shows the child-god on the Lotus, here with the correct Egyptian 
gesture sucking his forefinger. It has a dose (but not exact) parallel at Samaria.*** The 
splendid piece of plate 170A, in the same technique, shows what Phoenician art at its 
best nuy achieve. In a fiiiry-land jungle of scrolls and stylized flowers two winged 
griffins seem to cry out; they resemble their second millennium forebears more closely 
than their contemporaries on north Syrian or Assyrian reliefs or cylinder seals. An open- 
work version of the same theme was also found at Nimrud.*** From Nimrud, too, comes 
the fragment of a statuette adorned in diis technique,*** and furthermore two splendid 
pieces with an even more sophisticated enrichment (Plate 169A).*** Both show the same 
design: a lioness has sprung at a Negro who has fallen backwards; the beast closes its 
jaws over his diroat. ^e kilt of the victim is rendered in gold-foil and ‘the effect of 
crisp curly hair was obtained by fixing gilt-topped ivory pegs in the head’ - pegs the 
size of pin-heads. The background shows a continuous pattern of Egyptian ‘lilies’ inlaid 
with lapis lazuli and smaller flowers in red and gold. Together with the two inlays, an 
ivory lion of the Assyrian type was found,*** as if to emphasize the foreign origin of the 
richer piece, for the lioness of the inlays is neither Egyptian nor Assyrian. The natural- 
ness of the movement of attacker and victim surpasses the usual Phoenician renderings 
and resembles that of the cow and calf from Arslan Tash. 

The close connexion between ivories from various sites is further illustrated by the 
subject of plate 170B, which has been found at Arslan Tash, Nimrud, and Khorsabad, 
while a miniature version occurred at Samaria.*** It represents either Astartc or her 
votary ‘at the window’, leaning out and alluring men to serve the goddess by sexual 
union. The cult was devoted to Astarte in Phoenicia; to a ‘beckoning’ {parakuptousa: 
leaning out) Aphrodite in Cyprus, where the motif of our ivories recurs in a bronze 
support;*** and to the goddess ‘Kilili of the window’ in Mesopotamia.*** The firondet 
which she wears is fastened with a cord round her head, and this was probably ‘the 
crown made of a cord’ which, according to Herodotus,*** was worn by the women who 
went to the temple of Babylon once in their lifetime to ofler themselves to a stranger in 
the service of the goddess. 

In this case the Phoenician ivories could be imdentood throughout the Near East and 
interpreted in terms of a local cult. But what about the other themes? Did the sphinxes 
and sacred trees, and the many corrupt derivations from Egypt which had no meaning 
in Egyptian terms, possess a definite significance for die Phoenicians and their customers? 
It has been maintained that these obscure designs were not unintelligible but reflected 
Phoenician religion in Egyptian guise.*” This view was substantiated by reference to 
the religious texts from Ras Shamra which are 600 years older, and perhaps even at the 
time of writing not valid along the whole of the Syrian coast. Indeed, diey are by no 
means fully understood to-day. Yet if we turn to the sculpture of Ras Shamra, we can 
observe what happens when a people without pictorial tradidons derives from a mature 
school of art the forms in which it wished to express its own cmicepdons. On various 
steles (Plate 141) we see figures of gods delineated accordir^ to Egyptian usage; but 
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thdr attributes arc distinctive and native. An alien but well-tried form was filled with a 
new, indigenous content. Such a procedure obviously did not give rise to the plaques of 
plate i68, A and b nor to those from Nimrud showing a figure somewhat resembling 
Pharaoh lifting his hand before a ‘sacred trec’;^^ nor such plaques as were found at 
Nimrud and in Samos and which show two nondescript Egyptian figures flanking a 
fantastic ‘roy 4 name' in hicroglyphs.^^^ In all these cases there is nothing added to the 
misconstrued Egyptian themes, and it is therefore unlikely that they had a specific mean- 
ing. Odicr motifs, as we saw, could be understood throughout the Near East: the cow 
suckling her calf might stand for any mother-goddess; an Egyptian cobra with two 
worshippers^^* could probably symbolize any earth-god manifest in serpent-shape. 
Other monsters may likewise have possessed a generally acknowledged significance - 
there is, for instance, some evidence that the griffin may have represented the angel of 
death. But in the absence of texts we can hardly get beyond guesswork in any of these 
interpretations. 

Moreover, the wide distribution of Phoenician objects would bring them to regions 
where the religious significance of the designs could, in any case, not be grasped. Their 
popularity must have been due to an appreciation of their craftsmanship and design, and 
it would seem that a preoccupation with richness of decoration rather than witli religion 
explains the peculiarities of Phoenician art. In particular the deviations from die Egypt- 
ian norm seem due to an inconsequential treatment by craftsmen indifferent to the 
meaning of their foreign patterns. The designs do not suggest a purposeful remodelling 
of foreign themes to make them suitable for the expression of native conceptions.^^* 

Metal-work 

The use of designs without concern for their original meaning is also characteristic of 
Phoenician metri-work, and here it continues a tradition represented already by the gold 
bowl from Ras Shamra (Figure 68 ). The accumulation of unconnected motifs in concen- 
tric zones, and even the motifs themselves, recur in such examples as our figure 97, 
though the hunters, monsters, sacred trees, and so on, appear in the guises suited to tlieir 
diflerent epochs. It is a fact, perhaps due to the absence of excavations, that these bowls 
have hitherto not been found in Phoenicia proper. They come from Assyna, Cyprus, 
Greece, and Etruria, and we may possibly include some that were made elsewhere. 
Cyprus, in any case, may be reckoned as parr of the Phoenician cultural orbit. We know 
that Phoenicians were settled there, although they do not seem to have occupied the 
whole island. Fragments of fourteen bowls, found in the island, bear a Phoemcian dedica- 
tion of a governor of Hiram II of Tyre (c. 738 b.c.).i^ We know that in 713 b.c. seven 
kings of Cyprus came to do homage to Sargon at Babylon, ‘ seven kings . . . whose distant 
abodes are situated a seven days' journey in the sea of die setting sun and the name of 
whose land, since the far-off days of the moon-god's time not one of the kings, my 
fathers, who lived before my day, had heard, [these kings] heard from afar, in the midst 
of the sea, the deeds which I was performing in Chaldea and the Hitdte land, their hearts 
Were rent, fear fell upon them, gold, silver, and so on, of the workmanship of their land. 
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they brought before me in Babylon and they kissed my feet.'*^ It was a shrewd and pru- 
dent act, and they no doubt arranged for a stele of Sargon inscribed with die words just 
quoted to be set up in dieir lands, but it would be quite wrong to suppose that the event 
made a change in the relations between Cyprus and Phoenicia. 

The discoverers of the Arslan Tadi ivories assigned them to ‘ unartPh6iico-Chyptiot’, 
but this term merely evades the issue, which is to know whedier Phoenicia or Cyprus 



F^iute 94 , Gold bracdet, tioin Cyprus 


was the original home of dib hybrid art. I have given some reasons why I consider 
Phoenicia their land of origin, and other reasons will appear as we proceed. Meanwhile 
the gold bracelet of figure 94 may serve as an emblem of the artistic links between 
Cyprus and Phoenicia; for die pattern of die four main elements of the bracelet has been 
cdled the * Cypriot palmette*, and it certainly was much in evidoice on the island, being 
even used for the capitals of stone pilasters (Figure 95).^" But it is also a standard design 



Figure 95. Cypriote capital of a pilaster 


on die Phoenician ivories: it encloses the grifiins of plate 170A and the infant Horns on an 
ivory from Samaria,^ and forms part of the ‘sacred tree’ on many of them - for in- 
stance in plate i68d. It is equally common on Phoenician bowls, for instance figure 97. 
These belong to the latest group and were actually found in Cyprus; an older group is 
known firom Nimrud, where Layard discovered them in die north-west palace, die oonr 
tents of which date to the reign of Sargon. It is quite possible that ol^ pieces were 
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among them, but at present we cannot distinguish these,*®* and we shall describe the 
Nimrud bowls, as far as they arc published, as one group. 

We may begin by describing three pieces which stand apart. One bowl (Plate 172 a) 
presents a frantic of animals. Lions and griffins, bulls, and perhaps some other ani- 

mals, arc fighting madly without any traceable pattern in the design. So sophisticated an 
avoidance of .order is a high achievement, but there is nothing in Assyria, or elsewhere 
(including the contemporary Aegean) which would indicate the provenance of this 
bowl.*®* 

Two other bowls arc equally remarkable. Their decoration with unprecedented bold- 
ness suggests a mountain landscape seen from above (Plate 173 a). In one case*®* the 
separate tops combine into four ranges forming a cross. In the centre is a lake, and be- 
tween the arms of the cross, trees and wild animals, including a bear, are engraved. There 
is nothing in this design to preclude it from being Assyrian (there arc no parallels any- 
where), but it cannot be separated from the bowl of plate 173 a, which cannot be a 
native product. For here the mountains surround a four-fold centrepiece with four quite 
un-Assyrian heads. They recall Egyptian women, in a general way, but not, for instance, 
in the detail of their hair-ornament. Tliis kind of general resemblance to Egypt is char- 
acteristic of Phoenician work. The frieze which surrounds the mountains clinches the 
matter; in fact, the design has been described as ‘the Phoenician pantheon on its Olym- 
pus’.*®^ All the figures arc dressed as Egyptians and wear Egyptian attributes, and not 
only in the conventional scheme of Pliaraoh destroying a group of enemies but also in 
the Asiatic scene of two men attacking a third (cf. Plate 159c). 

Tliis surrounding frieze connects the bowl of plate 173 a with more usual specimens. 
The group of Pharaoh destroying his enemies is common among the Phoenician bowls 
of the seventh century and the three fighting figures which are found in the Tell Halaf 
reliefs (and of more ancient Mesopotamian lineage) form thcceiitre-pieceof another bowl 
from Nimrud*®® of which the surrounding design shows lions hunted from cliariots, on 
horseback, and on foot (Plates 172A and 173A). This subject would seem to be Assyrian, 
especially since a lion approaches the chariot from behind, but the hunters m the chariot 
look like Egyptians, a mixture of affinities which suggests Phoenician manufacture. A 
similar bowl has been duly found in the west at Olympia,*®® witli a winged sphinx draw- 
ing the chariot. This odd combination recurs on a bowl from Dclplii.*®* Here the sphinx 
wears an Assyrian-looking helmet, but at Olympia a heavy Egyptian uraeus. The Olym- 
pian bowl also resembles tJic example from Nimrud in its workmanship; the figures are 
heavily embossed. At Delphi the design is lightly engraved as in some of die seventh- 
century Phoenician bowls with which it shares the rest of its design. The heavy emboss- 
ing is also used in a Nimrud bowl*®® showing a succession of heroes between pairs of 
lions, an old Mesopotamian motif rendered with a total absence of Assyrian gravity; the 
heroes arc in many cases beardless, and wear kilts, tunics, and Egyptian-looking wigs. 
The outer border shows hounds and hares, exaedy as they occur on Greek orientalizing 
vases; the central design is engraved and portrays a file of antelopes round a rosette, an 
old Levantine device. On some Nimrud bowls, animals in procession fill all the con- 
centric zones, or alternate with a circle in which they struggle.*®^ A different scheme of 
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composition occurs when five concentric zones of finely drawn animals in file are cut 
through by figures along the radii of the bowl, as we also see in figure 96. But in the 
Nimrud bowl^^ these upright figures are mummy-shaped and double-faced. In figure S)6 
they vaguely resemble Egyptian divinities and appear, indeed, underneath winged sun- 
disks; the two bearded figures widi their striped garments reflect, perhaps, renderings of 
the Nile-god Hapi. The female figures are only Egyptian in their head-dress; their naked- 
ness and the gesture of holding the breasts belong to the Great Mother of Asia. Two of 



Hgurc 96. Bronze bowl, from Olympu 


the four figured panels in this bowl depict a meal in the manner of Egyptian and north 
Syrian funerary steles. Those who offer or consecrate the food hold an Egyptian ankh 
sign in the left hand; tlic recipient of the meal is, in one case, a nursing mother, possibly 
intended for Isis, although no attributes are given. The presence of musicians with double 
flute, tambourine, and lyre, already appears in such a context in the second millennium 
(Figure 75) and in north Syrian reliefs. The killing of the grifGn shown in the fourth 
panel is an equally old motif, but commonly recurs also on the later Phoenician bowls. 
It is important to realize how intimately the repertoire of these bowls is connected with 
older Syrian traditions which were transmitted through them to Greece. In &ct, the 
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bowl of figure 96 was found, as we saw. at Olympia. Yet it is related to the Nimrud 
bowl not only because the Janus-like figures of the latter stand along radii, as do the 
quasi-Egypdan gods of figure 96, but also because the central design of the two bowls 
is identical. Cyprus, too, can be brought in at this point, because a bronze bowl found at 
Idalion depicts a meal in a style which, though different, is not entirely dissimilar.^*^^ 
Here the frieze is continuous and Egyptian features arc lacking. Behind the tliree musi- 
cians, which move less jauntily on this bowl, a row of women is shown bolding hands 
in a dance still practised in the Levant to-day. They wear the flat caps shown in the older 
Nimrud, and even in the Megiddo ivories, and also in die statues from Tell Halaf. It is 
very probable that the bowl was made in Cyprus, but this detail of di ess suggests that 
it was made there by Syrians - i.e. Phoenicians - setded in the island.'’^ 

Among all these hybrid pieces, one bowl from Nimrud is curiously exclusive in the 
use of Egyptian motifs (Plate 171),*^^ winged scarabs and ctuTecdy drawn falcon-headed 
sphinxes trampling their enemies. Yet even this has no Egyptian parallel, the geometric 
central design is quite un-Egyptian, and the whole decoration is jejune and over-elegant, 
like those which Napoleon’s cabinet-makers produced after the return of the Egyptian 
expedition. Once again we are led to Phoenicia. 

The later group of Phoenician bowls is mainly found in Cyprus and Etruria. The 
Etrurian context dates them to the early part of the seventh century, some of die 
Cypriot bowls may be later. There are definite links widi the Nimrud bowls : a network 
of six foliate rosettes covers the centre of one of them and also of one from Idalion.^^ A 
vase found at Delphi has the sphinx chariot of a Nimrud bowl, and a batde scene with 
Pharaoh destroying a group of bunched enemies. This subjea deconted most of the 
temple pylons in Egypt and a number of Egyptian small objects, but it is not, I diink, 
known on Egyptian bowls. It occurs in the outer zone of the Nimrud vase of plate T72B. 
In a bowl from the Bcmardini tomb at Palestrina (Figure 97), the motit is almost cor- 
rectly rendered by Egyptian standards*’^ and the surrounding design, too, is purely 
Egyptian: the papyrus boats with the sun-beetle or Osiris are common on Egyptian 
tomb furniture. Moreover, the four boats ‘square the circle’, which is a characteristic 
Egyptian solution of the decoration of a round surface.*^® Between the boats appears Isis 
nursing the young Horus in the marshes.*^ The bands of hieroglyphs do not make sense, 
and this, the most purely Egyptian of the bronze bowls, carries a Phoenician inscription. 
Also, I do not know of Egyptian bowls widi similar designs; the normal Egyptian de- 
coration consists of marsh scenes - fish, fowl, and wild oxen, or boats aLd swimmers 
among the rccds.^ 

In another bowl, from Idalion in Cyprus, the same centre design is surrounded by a 
zone of various sphinxes trampling the enemies of Pharaoh, and the outer zone contains 
* hunting scenes’ with Egyptian- and Asiatic-looking participants. But in figure 98, 
fiom Curium in Cyprus, the group of Pharaoh as victor appears in the outer frieze while 
a four-winged Assyrian demon despatches a lion in the centre. His action is unlike tliat 
of Assyrian hunters, but is known on Cypriot monuments of an earlier age (Plate 149 ^)* 
Moreover, the Horus falcon, normally hovering above Pharaoh, has been retained above 
the Asiatic demon. A similar combination of Asiatic and Egyptian figures occurs on a 
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fragmentary silver bowl from Amathus in Cyprus; a city is attacked, from the r^t, 
by Assyrian-looking archers and Greck-looking spearmen with crested helmets and 
roimd shields. From the left, however, soldiers of Egyptian appearance scale die walls, 
while their comrades cut down the city’s orchards with an un-Egyptian implement, the 



Figure 97. Bowl from the Bernardim tomb at Palcstrma 


doublc-axc. On either side indistinguishable horsemen are shown to be converging on 
the beleaguered town. Any inclination to interpret this design as a record of actuahty 
should be suppressed; for the defenders of the city consist of precisely the same mixture 
of peoples. In the second row of this bowl two Asiatics flank a ‘sacred tree’ bearing 
the ‘Cypriot palmettc’, but these men hold ankh signs in their hands, and the other 
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themes in diis zone arc Egyptian. The sphinxes in die inner zone also have Egyptian 
pretensions. 

The Amathus bowl, and some found in Etruria,^^ show, in the continuous designs of 
some of their zones, attempts to tell a story, however fantastic or incoherent it may ap- 
pear to be. We see hunts and warlike exploits, as on the Greek orientalizing vases with 
which the bowls are contemporary. The ivory carvers, on the other hand, rendered such 
scenes on unguent boxes of the ninth century, but after that they disappear. 



Figure 98. Brohze bowl, from Curium in Cyprus 


The examples we have given illustrate bodi die virtues and the shortcomings of the 
most popular class of Phoenician metal-work. Like the ivories they tend to be garish. 
But they supplied Greece with a wealth of traditional themes, when it had exhausted the 
potentialities of the geometric style and a new start was made. In this function the earlier 
group of Phoenician bowls is the most important, and it is significant that examples of 
the later group, though common in Etruria, arc rare in Greece. In die seventh century 
B.c. Greece was no longer avid for foreign goods; the oriental themes which had been 
borrowed in an earlier age had now been transformed into truly Greek designs. 
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THE ART OF ANCIENT PERSIA 


Introduction 

Persia alone among the peripheral regions possessed an individual style. This first ap- 
peared in prehistoric times and was never lost, even though it was overshadowed for 
long periods by Mesopotamian influences. The predominance of decoration over repre- 
sentation which marks the painted pottery of the fifth millennium is also characteristic 
of Achaemenian sculpture of the century B.c. and sets it apart from its Assyrian and 
Greek contemporaries. 

Vase-painting was practised throughout Iran in prehistone times, but it reached per- 
fection in the south-'wcst.‘ It used so-called geometric designs as well as natural repre- 
sentation, but the latter do not appear in their own right, but are integral parts of the 
design (Figure 99). The mountain-goats and hunting dogs, in their stylized forms, 
emphasize the roundness or the splaying height of the cups. The fine lined transparent 
pattern below the Ups of the beakers appears, upon closer inspection, to consist of a row 
of long-necked birds. There would be no point in asking which species was intended; 
for throughout this phase of painting the association of forms with Uving creatures 
merely imparts a peculiar richness to the design. Even if it were true, as has been sur- 
mised - but we have no means of knowing - that some of these animals had a reUgious 
significance, their treatment shows an exclusive concern widi decorative potenriaUdes; 
hence their austere, stylized, abstract character. 

The best-known pottery of this school derives from Susa * (Figure $>9). At most of the 
other sites the style is represented by the mediocre products of ordinary craftsmen, but 
at PersepoUs, as at Susa, there was a remarkable creative centre, using somewhat different 
shapes and more massive designs.’ Yet the essential similarity with die pottery from Susa 
is demonstrated by figure 100. The swelling spirals are admirably suited to the conical 
shape of die cup; when one turns the cup upside down, one reaUzes that they are the 
horns of two mountain sheep whose heads and bodies are drawn close to the base. 

An off-shoot of this Persian school of vase-painting is found at Samarra (Figure i), and 
a debased dcrivadve was made and used by the earliest setders in southern Mesopotamia, 
who had come down fi’om the highlands to Eridu, Al ‘Ubaid, Ur, Warka, and other 
sites. But in Sumer vase-painting fell into disuse after the efflorescence of civilization to- 
wards the end of the fourdi millennium B.c. In Iran it survived until the beginning of the 
first millennium B.c., even though the highlands were under Mesopotamian influence. 

Elam, the region bordering on southern and central Mesopotamia, was most thor- 
oughly affected by Sumerian culture, although it retained, at first, a considerable degree 
of independence; it adopted a script inspired by, but not identical with, that of Sumer. 
It retained its language. It adopted the cylinder seal, and while its seal designs are, on the 
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whole, variants of those of Mesopotamia, the earliest Elamite examples show distinctive 
features in both style and subject. They depict, for example, monsters more grim than 
those imagined by the men of the lowlands. Plates 9c and 10 give an idea of these 




s. 

J L 

Fij'urc 99. Preliistoric vases, from Susa 



When, towards the end of the Protoliterate Period, Mesopotamidn influence radiated 
as far west as Egypt, it also penetrated farther into Iran. It is first trac eable at Sialk, near 
Kashan on the edge of the central plateau,^ and then, in Early Dynastic times, beyond 
the south-eastern shores of the Caspian, at Astrabad. But these traces arc isolated; 



Figure 100. Preliistoric cup, from Penepolis 


whether others remain to be discovered, or whether Iran stayed for a long time at a low 
level of civilization, we cannot say. In the west, in Elam, many arts and crafts followed 
Mesopotamian examples closely, as is often the case when one region supplies raw 
materials to another of superior culture. All kinds of metal came from Iran, which may 
well have been the homeland of copper-working on a significant scale; even- the pre- 
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historic painted pottery of Susa was found in graves containing sizeable copper tools and 
even mirrors. Gold and lapis-lazuli came from Bactria in modem Afghanistan, byway of 
Iran. Elam supplied livo-stock needed continually to refresh the breeds which degener- 
ated in the unwholesome climate of the plain. In time of peace the intercourse between 
Mesopotamia and Iran was lively, and the frequent wars which interrupted it supplied 
the mountaineers with Mesopotamian goods, notably works of art, which could serve 
as patterns for native artists; the steles of Naramsin and Hammurabi (Plates 44 and 65) 
and all the known statues of rulers of Eshnunna were carried as loot to Susa and dis- 
covered there in recent times. And so we fmd that in the Early Dynastic Period the cur- 
rent Sumerian types of alabaster statues and plaques, of seal cylinders, vessels, and orna- 
ments were also made in Elam. The stele of Naramsin was imitated in rock-carvings by 
rulers of the very mountain tribes who overthrew the Akkadian dynasty.® The fine vases 
carved in bituminous stone during that dynasty and in the Isin-Larsa Period can also be 
matched at Susa.® Later, in the tliirtecntli century B.C., Elam flourished greatly. Its art 
showed splendid local variants of Mesopotamian themes. At Choga Zambil, in the 
neighbourhood of Susa, an unusually well-preserved Ziggurat has recently been dis- 
covered.^ Instead of three staircases against one side ending in a gatehouse, the Elamite 
Ziggurat has a single staircase against three of its sides and each of these staircases ends 
in a gatehouse chapel which gave access to the upper stages. A life-size statue of Queen 
Napirasu of Susa, a triumph of the Elamite metal-workers (Plate 175), may nevertheless 
count as the most perfect realization in bronze of a plastic ideal essentially Mesopotamian 
- the acliieving of three-dimensionality through cylinder and cone -• but which had 
rarely found expression in such majesty and freedom. 

Metal-work once more looms large among the remains of the kingdom of Urartu, 
near Lake Van.® Here, in the seventh century, Assyrian models were closely followed in 
bronze and also in ivory carving. The bronze bull-centaur - or probably centauress - 
shown in plate T74A shows all the cliaractcristics of Urartian work. It formed part of a 
piece of furniture, presumably a throne. The face was carved in ivory or stone; the horns 
were inlaid, perhaps in lapis-lazuli; and other inlays enriched the front of the wing; the 
other side, turned away from the beholder, was nevertheless carefully engraved witli the 
pattern of its feathers. Hair, garments, ornaments, all arc richly rendered by metal- 
workers in complete mastery of their craft. Many of the figures were originally gilt. In a 
liistory of art all the works mentioned can count as peripheral to the great Mesopotam- 
ian tradition, and they need not detain us ; but they demonstrate the persistence of a metal 
industry at a very high level in western Persia tlixough the centuries. And it was, again, 
in the field of metal-working that an original and peculiarly Persian school of art 
emerged in the scvendi century b.c. 

At this time conditions in Persia were very imstable. From about the year 1000 B.c. 
groups of mounted men speaking Indo-European languages pressed into Iran from 
Central Asia. The Medcs and Persians were among them, but moved too far to the east 
to be observed in any detail by the Assyrians, our main source of information for the 
period. Only once, in 836 b.c., are the Medes mentioned by Shalmaneser III. But to- 
wards 700 B.c. new invaders arrived, this time via the Caucasus. The Cimmerians, who 
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had lived to the north of the Black Sea, were driven from their homeland by the 
Scythians, horsemen of the Eurasian plains who were themselves under pressure from 
die Huns at war widi the Cliinese at the eastern end of the Steppe bclt.^ The Cimmerians 
moved into Armenia and crushingly defeated Rusas of Urartu in 714 b.c., but were 
headed off towards Anatolia six years later. They spread havoc throughout die peninsuL, 
destroyed the Phrygian state, and endangered even Lydia in the we^t until Gyges de- 
feated them in 660 b.c. Other groups of Cunnicrians seem at some time to have moved 
southwards, into the Zagros mountains which form the border between Persia and Iraq 
in Kurdistan and Luristan. But the Scydiians also moved into Iran, and stayed for some 
considerable time in the area between Media, Urartu, and Mesopotamia, an area extend- 
ing southwards from Lake Urmya. The Scythians were a power to reckon with ; Hero- 
dotus states that they ruled Persia for twenty-eight years.*® The Assyrians were anxious 
to enlist them against Urartu and the Medes. One of the Scythian chieftains wished to 
marry a daughter of Esarhaddon of Assyria. But in the end he betrayed Assyria and 
joined the Medes and the Babylonians in an attack which led to the sack of Nineveh in 
612 B.c. 

Of events taking place within Iran we know little for certain, but we can imagine their 
nature by analogy with a similar protracted upheaval wliich destroyed tlie Roman em- 
pire. If we remember the vicissitudes of the Visigoths, from their first appearance on the 
north-eastern marches of Byzantium until the fall of their kingdom in Spain, we have 
an analogy for the history of the Scythians, Cimmerians, and other new arrivals, fight- 
ing among themselves and fighting the native princes, or serving them; gaining power 
in existing communities or creating ephemeral dominions of their omi. The Scythians, 
and probably the Cimmerians, spoke an Indo-European language, like the Modes and 
tlie Persians. Yet we must not think of any of these mobile peoples as homogeneous. It 
was a mode of life, not common descent, that kept them together. The Aryan-speaking 
people may have been comparatively insignificant in numbers, but they dominated the 
natives. In particular they claimed from the local metal-workers a continuous supply of 
the weapons, horse-trappings, and other goods wliich tlicy required. It was diis ron- 
jimction of new demands and established native skill tliat produced a fresh outcrop of 
original work in the seventh century in western Persia. 

A recent discovery illuminates the tangle of relationsliips wliich made up the art of 
the period. It was made at Zawiyeh, near Sakkiz in Azerbaijan, Sakkiz seems to pre- 
serve the name of the Scythians or Sakai, wliich makes it likely tliat the modem town 
survives on the site of their ephemeral capital in Iran. Here a hoard of gold, silver, and 
ivory objects had been buried, a heterogeneous collection, as the history of the Scydiians 
would lead us to expect. There arc four groups: Assyrian, Scythian, Assyro-Scythian, 
and native. Purely Assyrian arc a gold bracelet with snarling lions,'^ and a number of 
carved ivories showing goats and * sacred trees*, scenes of lioii-liuiits resembling the re- 
liefs of Assurbanipal.i^ Purely Scythian arc a small gold figure of an ibcx« and the 
large silver dish ornamented with gold studs along its rim and measuring fifteen inches 
in diameter (Rgurc loi). To appreciate their importance we must remember dut 
Scythian art is best known to us from tombs in south Russia.** It appears there as a 
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hybrid in which Assyro-Achacmenian and Greek elements are freely used within the 
context of the 'animal style’. The latter is found from Hungary in the west to Mongolia 
in the east, since it was patronized (though not always produced) by the mounted 
nomads of the steppes to wliich we have referred above. Its history can be reconstructed 
with a certain degree of probability; it has been suggested that it originated in carvings 
in wood and bone, and such objects have actually been found, for instance near Minu- 
sinsk on the Yenisei in Siberia; textile examples were preserved somewhat to the south, 
at Pazyryk in the Altai mountains. The earliest Scythian gold- work, with its compact 



Figure loi. Silver disk, Sakkiz treasure. (Courtesy Dr and Mmc Ghirshman) 


shapes and its sweeping planes meeting with sharp ridges, recalls the shapes of tlic earher 
carvings in wood or bone. The gold ibex from the hoard of Zawiych conforms in every 
detail to this style. 

The three motifs engraved on the silver dish are also characteristically Scythian. There 
is a stylized head of a bird of prey - commonly called the Scythian beakhead; a hare; 
and a compact crouching figure, found also, for instance, on the gold hafting of a Scyth- 
ian axe from Kelermes in the Kuban valley.” It lias been called a lynx,** and has been 
recognized on a fragment of a gold scabbard, also found at Zawiych,** where it is merely 
a mask with pointed cars appearing at the crossings of a network of scrolls which cir- 
cumscribe the figures of ibexes and stags; the stag shows the well-known Scythian pat- 
tern, with legs folded underneath the body, head thrown up, and antlers, with many 
curling tines pressed against the back. The chape of the scabWd shows two small ani- 
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mals confronting one another; 20 similar creatures make up the tails and claws of the gold 
lioness from Kelermes, and two lions confront one another on the chape from Mcl- 
gunov’s barrow.^^ 

The lynx and the hare of the silver bowl appear quite unexpectedly on another object 
from the hoard of Zawiych. It is a crescent-shaped pectoral of gold, and the Scythian 
animals arc used to fill the narrow sectors at both ends of the half-moon. Where the 
band widens, larger figures can be accommodated, but these arc totally alien to the 
Scythian repertoire; they arc peripheral Assyrian, perhaps even provincial Assyrian, as 
close - in any case - to Assyrian art as the metal- work of Urartu. There are ibexes flank- 
ing a ‘sacred tree’; winged bulls, a griffin, and a sphinx wearing the cloth over its fore- 
legs which we liavc met in the ivories from Khorsabad and Arslan Tash^^ (p]ate 170c 
and p. 193). 

In referring, in a first classification, to this pectoral as Assyro-Scythian 1 evaded the 
problem of its origin. It seems hardly possible to assume tliat the Scythian animals at its 
ends were engraved by Assyrian jewellers. Since the Scythian chieftains were on friendly 
terms with the Assyrians, there were exchanges of valuable gifts (the gold bracelet from 
Zawiyeh may have been one), and these would supply the Scytluan chief's armourers 
and jewellers with patterns for Assyrian subjects such as appear on the pcctoral.^^ The 
sword-scabbard from the barrow of Melgunov supplies aii exact parallel from soutli 
Russia.*^ The shape of the scabbard is Iranian, like tliat of figure 117. Its decoration con- 
sists largely of garbled Assyrian motifs, but it includes one characteristic Scythian theme, 
the crouching stag. 

Who the jewellers and armourers working for the Scythians were is another matter. 
In Iran one would expect dicm to employ the native metal-workers whose traditional 
skill was high. And at Zawiych a bronze horse bit of a type produced in quantities in 
western Persia was actually found." We are now prepared to survey this native school 
of metal-work and to consider its relation with the Scythians. 


The Luristan Bronzes 

During the last twenty years large numbers of bronze objects have been found by die 
wild tribesmen of Luristan who did not encourage the competition of quahfied ex- 
cavators.^® Only one expedition has investigated some tombs in these valleys, and its re- 
sults arc still unpublished.^^ As is usual when a fertile source of antiquities has been 
tapped, objects deriving from other places are given die fashionable label by dealers, and 
every kind of uncertainty attaches, therefore, to our present discussion. Nevertheless a 
distinctive and homogeneous group of works can be isolated, and wc shall restrict the 
designation ‘Luristan bronzes’ to this group. 

Many bronzes which arc quite probably found in Luristan must be left out of account. 
For in Luristan, as elsewhere in Iran, more or less close imitations of Mesopotamian 
articles were made at most periods, and merely peripheral products of this type are not 
to be considered here " One feels a litde more doubtful about a number of buckets with 
Assyrian, or at least provincial Assyrian designs (Figure 102). Many of these are'said to 
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tPimuimuiuim: 



Figure 102. Two bronze buckets, from Luristan 


come from Luristan, and one was found near Kermanshah.^’ The thick-set, hirsute 
hunters can be matched by Elamites depicted in Assurbanipal’s rcHefs, and the ostriches 
and female sphinxes occur on Assyrian seals of the eighth century. Yet at least one design 
(Figure I02a) seems un-Assyrian.^ 

Some engraved bronze belts, once assigned to the hoard of Zawiych, are now known 
to come from Luristan.^^ They resemble pins widi flat round heads found in that region 
(Figure 103), engraved with crude but lively designs in which Mesopotamian themes 
are used as a starting-point for ornamental compositions. In this respect, and in some odd 
schemes, such as the fish-tail-likc excrescence on the back of the goat in figure 103, they 
resemble the horse bits (Figure 1040), pole-tops, and other heavy castings for wliich I 
reserve the designation Luristan bronzes. Some of the pins may be a little later in date , 33 
but the bosses with the lion-mask of these pins show nevertheless their close affinity with 
the weapons of figures 106 and 107. 

The Luristan bronzes, in the narrow sense of the term, arc without parallel in either 
Mesopotamia or Persia. They correspond to what has been describcd 3 ^ as ‘the nomad’s 
gear’. Of tliis it is said: ‘By dxcir nature they must have everything portable, and it is to 
these portable things that they applied their art: daggers, with special sheaths, axes, bow- 
cases and quivers, shields, and hones; horse-gear, particularly the cheek-pieces of their 
bridles . . frontlets, and saddles, waggon parts, specially pole tops and standards. Men 
and women had metal plates sewn to their clothes, and straps (women’s gear are nearly 
always foreign imports), belts and buckles and strap-ends, cauldrons, cups and bowls, 
mirrors.’ There is no need to assume that the newcomers in Luristan - be they Cimmer- 
ians, Scythians, or Medes - made these things themselves; in fact, the repertory of the 
Luristan bronzes, with its close affinities to Mesopotamian themes, suggests that the 
native metal-workers were set to supply the needs of their new masters. There are, in the 
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Rgurc 104. Two horse-bits (a, b) and four chcck-pieccs (c-p), from Luristan 


first place, horse-bits with decorated check-picccs; they are shaped like a horse, a winged 
moufflon (Figure 104A), a crouching wild boar; some show monsters (Figure 104, d, e) ; 
another link-bit has at both ends of the bar-shaped cheek-piece, the small mouse-like 
heads which are common in the animals of Luristan (Figure 104B). They recur in the 
four nondescript animals filling the spaces between the four main figures in the pin-head 
of plate 176A. Below, and hence appearing upside down, is the head of a moufflon; 
opposite, at the top, a man-shaped being supports with its hands the horns which grow 
from its head. Two Utde men stand at right angles to the figures just described.^’ 

The vivid imagination that produced diese designs is not unrelated to that of the seal- 
cutters of the Early Dynastic Period in Mesopotamia; but it is different in one important 
point. In Sumer eacli creature was conceived as a living organism; even the monsters 
looked as if they were capable of hfe. Although the designs were intricate and decora- 
tive, the organic coherence of each imaginative creature was respected. In Luristan, on 
the other hand, they are ruthlessly abbreviated or malformed to suit the decorative pur- 
poses of the designers, who show, in this respect, their affinity with the prehistoric vase- 
painters of Persia. 

The old Mesopotamian theme of a hero between beasts assumes forms quite unknown 
in Sumer. On the pin-head of plate 176B he appears homed (as often in Luristan, and on 
some seals of Early Dynastic II), and clearly represented, holding two animals by the 
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hind legs, upside down, within a surround shaped like goats’ necks with heads flanking 
the hero’s face. In figure 105 nothing remains of him but his head, jutting out from the 
lion s joined paws, and his girdle, joining - incongruously but beautifully — the two great 
beasts. In plate 176c he is better preserved, but duplicated, and the effect recalls totem 
poles. The old theme served in Luristan as a starting-point for all kinds of fascinating in- 
ventions, while the original meaning is lost sight of. For the hero between beasts, like all 
symmetrical motifs, carried in itself a balanced harmony which would appeal to decora- 
tors. The group, like the pairs of antithetical animals (Plate 1 77c) , was, foi instance, highly 
effective as the finial of the four poles of the funerary car on wliich a chief was buried.®^ 
The composition of such splendid pieces need not be questioned too closely. In plate 
176c one may doubt whether the lower part belongs to the ‘man' in front view or 
renders the hindquarters of two animals. But tliis is quite ummportant; what matters in 
all these pole^tops is the dasliing outline; the rich play of light over the varied forms; 
the surprising suggestion, in many places, of life breaking forth. In the ‘totem-pole’ de- 
signs that is obvious, but in plate 177c the volutes cnricliing the main theme - two ibexes 
- include two small animals; and in plate 177A two goats* heads emerge from the front 
paws of the beasts, and their rumps have been replaced by two small lions. The pins 
(Plate 176, A and b) achieve similar effects within a closed outline and the check-pieces 
repeat them; in one (Figure 1041:) the top of a monster’s wing lives as a bull, the hind- 
quarters of a moufflon exist as a horned demon (Figure 1041). Belt-buckles, bracelets, and 
war-axes (Figure 106) arc treated in the same manner. The outline of the axes, for instance, 
is but little less bold than that of the pole-tops; thctliorns may turn into animal heads: tlic 
haft is shaped hkc a Uon’s open maw to accommodate the bladc.’*^ Ir an early study on 
Scytliian art diis has been aptly called a ‘zoomorpliic juncture’,^ by which fish-tails are 
made to end in rams’ heads, tines of a stag’s antlers in birds* heads, and so on. The rumps 
of the large lions in plate 177A and the birds’ heads and face in plate 170c illustrate the 
same device. A most interesting ease of zoomorphic juncture is presented by the halberds 
of figure 107. Their character of Luristan bronzes in the narrowest sense is not in doubt, 
since in one of them the characteristic small animal surmounts the haft. It is joined to the 
blade by a bearded face (Figure 1073). But the other halberd reveals the origin ot this 



Figure 105. Pole top, from Luristan Figure 106. Two war axes, from Ltiristui 
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Figure 107. Two halberd blades, from Luristaii 


motif in the ancient Mesopotamian monster, the lion-licaded eagle Imdugud (Plates 27 
and 32). The inflated cheeks, the square cars, the eyes with the iimer comer pointing 
downwards, these are specific evidence of the derivation, which is, moreover, corrobo- 
rated by the spreading feathers of the tail, which is all that remains of the bird in figure 
104A and has become a beard in the other halberd and some otlicr examples. Once again 
we observe the stimulus which the smidis of Luristan found in ancient Mesopotamian 
themes. But this connexion raises a problem of very wide import, for it seems, then, that 
through the Luristan bronzes the ‘animal style’ of the steppes, the ‘art of the northern 
nomads ’ is tied to the basic repertoire of western Asia - that of wSumer. The first question 
is that of the relation between the art of Luristan and that of the nomads, in particular 
the Scythians. 

Now it is remarkable that the zoormorphic juncture, so characteristic for Luristan, is 
absent from the earUest Scythian metal-work. In south Russia tlic earliest pieces - from 
the Kostromskaya, Kclermes, and Melgunov barrows - show animals shaped in the 
typical Scythian manner, compact, sharply edged, richly antlered, but without zoo- 
morphic junctures. The Scythian objects found in the hoard at Zawiyeh, equally early 
in the development of Scythian art, also lack the zoomorphic juncture. In Scythian art 
the zoomorphic juncture seems to have been an addition to the ‘animal style’, but in 
Luristan it is part of the prevalent procedure of using natural forms irrespective of their 
meaning or organic coherence for ornamental purposes. The zoomorphic juncture is 
applied to pole-tops and pins, cheek-pieces, and weapons, with a freedom and variety 
which one would expect in the application of a native invention. Thus there appears to 
be a case for supposing that the Scythians derived the zoomorphic juncture from Luri- 
stan. 

The full import of that conclusion cannot be discussed here. It seems that eastern 
examples of zoomorphic jimcture depend on western inspiration,^^ and since, in any 
case, influences from the West are known to have travelled east through the steppes, a 
new significance may attach to the resemblance of some Tao Tich heads of Chinese art 
to the residual head of the Sumerian bird Imdugud in figure 107; they have the same 
bulging cheeks, slanting eyes, and square cars. The same head, rather than the lion-mask. 
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seems to adorn a weapon closely related to the Luristan bronzes, the T. E. Lawrence 
dagger-hilt in the British Museum (Plate 177B). The silver was cast on to die iron blade 
and hilt-case by the cire perdue process, so that the rosettes whicli simulate rivets are really 
mere ornaments. The curious type of pommel, with a wedgo-shaped space between the 
splayed lunate wings, which was filled with wood or bone, recurs in other daggers from 
Luristan and in the Caucasus region, but is also depicted among the weapons captured by 
Sennacherib in southern Mesopotamia about 700 b.c.^ It is not found in Achacmenian 
times, and seems, therefore, confined to the seventh century where die zoomorphic 
juncture would likewise place the hilt. The lions on the latter resemble the animals on 
round-headed pins and bronze girdles from Luristan. On these, too, the necks of the 
animals are striped lengthwise, and there is hatching along their outlines. 

The use of Imdugud by the metal-workers of Luristan shows diat their connexion 
with Mesopotamia was of long standing. Imdugud can hardly be found in Assyrian art, 
and other motifs basic for Luristan designs (such as die hero between two rearing ani- 
mals) were equally outmoded in Mesopotamia by the seventh century b.c. The survival 
in Luristan is understandable if the relation between the native metal industry and Meso- 
potamia was an old one, and for this there is evidence, as we have seen (p. 208, and n. 28 
(p. 263)). The novelty of the bronzes would then represent the response of an established 
craft to the demands of the newly-arrived Aryan horsemen. What little we know of the 
archaeological context corroborates this view. The Luristan bronzes have been dis- 
covered, it seems, in conjunction with long-spouted bronze ewers and certain painted 
pots wliich are also found in Necropolis B at Sialk, near Kashan, well to the cast of 
Luristan.^^ The Sialk tombs were equipped vrith simple horse-bits, daggers not unlike 
some found in Luristan, ornaments of solid bronze and of punched and engraved bronze- 
foil obviously related to some of the Luristan finds, but without tlic elaborate decoration 
wliich wc have been studying. There arc no decorated check-pieces to the horse-bits, no 
huge pins, no axes or pole-tops with zoomorpliic junctures. In short die Luristan bronze 
industry appears as a special local development within a cultural province occupying a 
much larger area. With the establishment of the Achacmenian empire the best crafts- 
men were concentrated where the court resided and die folk-art of Luristan was super- 
seded. 


Achaemenian Art 
Introduction 

The Modes, allied with Scythians and Babylonians, destroyed Assyria, but did not ex- 
tend their power outside Iran. Eighty years later the Persians took over the empire which 
Babylonia had meanwliile administered. A tribe of nomadic or scnii-nomadic horsemen 
took charge of the civilized world and did not destroy civilization but enhanced it. 

This was mainly the work of one man; Cyrus of the family of the Achaememds led 
the Persians, but had begun his cliieftainship as a vassal of the Mcdcs (559 b.c.). Ten years 
later he defeated the Median ruler, Astyages. In 546 he defeated Croesus of Lydia, in 539 
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Nabonidus of Babylon. He died in 529, and liis successor Cambyscs conquered Egypt in 
525. This king was violent and unbalanced, an exceptional figure among the descendants 
of Achaemenes. With Darius I (522-486 b.c.) the empire resumed the course set by 
Cyrus the Great. For two centuries it was ruled with efficiency, justice, and tolerance. 

The decisive conquest had been that of Babylon, the Rome of the ancient world. The 
dignity of ‘King of Babylon* - like that of Roman Emperor - carried implications far 
beyond the scope of political power, and the Persian chieftain, in assuming it, became 
a symbolical figure whose significance was derived from immemorial associations. Cyrus 
acknowledged the peculiar prestige of the title by using the style ‘King of Babylon* in 
his inscriptions, and he resided as frequently at Babylon as in his hon: eland or at Ecba- 
tana, the capital of the now befriended Modes wliich served as winter residence to the 
Acliacmenids. Darius I gave precedence to the Persian titles, but when he styled himself 
‘King of this Earth* we catch an echo of the religious aspect of Babylonian kingship, 
which Cyrus explicitly acknowledged by calling himself, in the old way, ‘ King of the 
Universe, King of the Four Quarters {viz» of the World) *. 

Mesopotamia had evolved a setting appropriate to its royalty, but the native traditions 
of the Persians ignored monumental art. We may credit them witli an interest in fine 
and showy weapons and horse trappings, rugs, blankets and hangings, and leatherwork. 
Achaemenian arcliitccture and sculpture were created to meet tlic unprecedented situa- 
tion in which the Persians found themselves when their leader ascended the tlirone of 
Babylon. To achieve their end they exploited all the various skills and traditions of the 
peoples of the empire. This is explicit in the building inscription for Susa which Darius I 
composed. After a preamble the text runs:^^ 

A great god is Ahuraniazda, who created tliis earth . . . who made Darius king, one king of 
many, one lord of many. 

I am Darius, great king, king of kings, king of countries, king of this earth . . . w'hat was done 
by me, all that by the will of Aliuramazda I did. 

This is the palace w'hich at Susa I erected. From afar its ornamentation was brought. Down 
the earth was dug until rock-bottom I rcachetl. When the excavation was made, rubble w.as 
packed down, one part 40 ells in depth, the other 20 ells in depth. On tliat rubble a palace 1 
erected. 

And that the earth was dug down, and tliat the rubble was packed down, and that the brick 
was moulded, the Babylonian folk, it did that. 

The cedar timber, this - a mountain named Lebanon - from there was brought ; the Assyrian 
folk, it brought it to Babylon; from Babylon the Carians and lonians brought it tc» Susa. 

The Yaka wood from Gaiidara was brought and from Carmania. 

The gold from Sardis and from Bactria was brought, which was used here. 

The stone - lapis-lazuli and carnelian - which was used here, this from Sogdiana was brought. 

The stone - turquoise - this from Chorasmia was brought which was used here. 

The silver and the copper from Egypt were brought. 

The ornamentation with which the wall was adorned, that from Ionia was brought. 

The ivory which was used here, from Ethiopia and from Sind and from Arachosia was 
brought. 

The stone pillars which here w’crc used - a place named Abiradush, in Uja - from there were 
brought. 
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The stone-cutters who wrought the stone, those were loniaiis and Sardians. The goldsmiths 
who wrought the gold, those were Mcdcs and Egyptians. The men who wrought the ishmalu^ 
those were Sardians and Egyptians. The men who wrouglit the baked brick, those were Baby- 
lonians. The men Who adorned the wall, those were Mcdcs and Egyptians. 

Says Darius the king: At Susa, here, a splendid task wms ordered; very splendidly did it turn 
out. 

May Ahuramazda protect me; and Hystaspes who is my father; and my country. 

It is an astonishing fact that tliis motley crowd produced a monument wliich is both 
original and coherent; a style of architecture and a style of sculpture possessing unity and 
individuality to an extent never achieved, for instance, in Phoenicia. The pervading 
spirit, tlie very design of the buildings and rchefs. never changed from the reign of 
Darius I until the defeat of Darius III by Alexander. And that spirit - that design, too - 
was Persian. 

It is instructive to trace the foreign strains in Achaemenun art precisely because they 
set off the novelty of the works in which dicy are integrated. One observes, for instance, 
tliat the Achaemcnian palaces follow Mesopotamian usage in many respects. They are 
built on artificial terraces; the walls are of mud-brick, sometimes embellished by carved 
slabs of stone and panels of polychrome glazed bricks. The gates arc protected by huge 
figures of human-headed bulls. The great god Ahuramazda, never hitlierto depicted, 
was rendered as Assur had appeared in the Assyrian palaces, a bearded figure in a winged 
disk. At the same time, however, the doorways of die palaces were crowned by an 
Egyptian cavetto moulding; and this rested - as it never did in Egypt - on the Greek 
astragal, an egg-and-rcel moulding. The bases and shafts of the earliest columns arc 
Ionian, too, but the capitals arc not found outside Persia, and the height and number of 
the colunms arc without parallel in Aegean lands. As to the reliefs, they have little in 
common with their Egyptian and Assyrian counterparts in subject-matter, and nothiiig 
at all in style; they show the influence of Ionian workmanship. 

But the tracing of the diverse strains in die architecture and sculpture of the Achae- 
mciiians is supererogatory, if we seek to recognize the distinctive character of these arts, 
a cliaractcr established in the reign of Darius I and maintained, imchangcd, for two 
centuries. 


Architecture 

It has been suggested that the Persians entering Iran learned ‘Cyclopean architecture' - 
die building with large blocks of untrimnicd stone - from die Urartians.^ In any ease, 
two terraces built in this maimer in the modem province of Khuzistan, wliich die Per- 
sians considered as dieir homeland, have been interpreted as strong points of the first 
Achaemcnian chieftains and of Cyrus the Great at the beginning of liis rcign.^® One of 
these, the terrace at Meshcd-i-Sulainian (Figuic to8), about twenty-five miles south-east 
of die modem town of Shuster, shows several features recurring at Persepolis in a more 
elaborate version. It is backed against a mountain; it utilizes a natural spur of rock 
which was levelled and enlarged towards the cast by means of an arrificial terrace; a 
number of stairways give access to it, and one of these is of impressive proportions; its 


215 



PART two: thb peripheral regions 


twenty-five steps have a width of seventy-five feet. But there are few traces of buildings 
on the terrace. At its southern end there is a three-roomed pavilion raised on a plindi, 
where one can imagine the chieftain presiding over an assembly of the nobles, or even 
of the tribe, all hving in tents in the surrounding plain. 



Figure loS The terrace of Meshed-i-SuIaiman 


The permanent residence which Cyrus the Great erected at Pasargadae (Figure 109) 
still retains the character of a settlement of a nonud chiefs Separate pavihons stood in a 
vast park siurounded by a wall thirteen feet thick. A monumental gate-house gave access 
to the enclosure. Its outer entrance was guarded by two huge winged bulls, its inner 
opening by human-headed bulls of the Assyrian type, all of greyish-black hmestone. 
Eight columns on black stone bases supported the roof of the main room; there were 
snudl chambers on either side. One of the door-jambs of these is preserved. It shows, in 
relief, a four-winged demon with an odd composite crown (Figure 116), and bore the 
building inscription: 

I, Cyrus, the king, the Achacmcnid (uiz. built this). 

Six hundred yards farther on stands an Audience Hall (Palace S). It consists of an 
oblong hypostyle audience-chamber surrounded by four pillared porticoes. On the 
south-western side, where tme entered, the portico was flanked by square towers; at the 
back the portico was in antis. The central room had niches and door-frames of stone and 
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was presumably lighted from above, for its ceiling rose well beyond those of the porti- 
coes, and there was, therefore, opportunity for clerestory lighting. Its columns stood 
thirty-six feet high and those of the surrounding porticoes only eighteen feet. Through- 
out the buildings at Pasargadae the stone-work is in two colours, an enrichment not, 
apparently, used in later reigns: black column-bases support wliite shafts; black niches 
and door-frames are set in white walls. 

There were reliefs on the door which lead into the audience chamber, but only the 
lower parts are preserved. There are two diemes only. On die doors of die short walls 
one saw two figures, the first of which had birds’ claws instead of feet. Perliaps it was the 
victim of the second. On the doors of the long walls the relief showed an ox led in by 
tlirec barefooted persons, perhaps priests.**^ The columns had capitals of the type better 
known from Susa and Persepolis, though with unusual variations.^ 

Another building (Palace P) stood some 800 yards farther to the north. It is inter- 
preted as a residential palace. Its front consists of an open portico of twenty wooden 
columns in antis, about eighteen feet high, as a surviving pilaster shows. At the back of 
this portico there ran a long bench, of white limestone with a black top, and black bands 
are let into the white limestone pavement. A single door leads to the central hall, wliich 
IS almost square and contains thirty columns. There is no trace of the capitals, but curved 



Figure 109. Plan of Pasargadae 

remnants of brighdy coloured plaster seem to derive from the casnig of the columns. 
The building contained another portico at the back, but at die sides there were a number 
of smaller rooms, dosed and built of mud-brick with mud floors - presumably the Uvmg 
apartments. The two doorways between the central hall and the porticoes were carved 
with figures of the king followed by a servant leaving die hall. These embeUishments 
were perhaps made or completed by Darius, as we shall see in discussing the rehefs. 
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The best-known Achaemenian site is Persepolis (Figure iio)/^ Here work continued 
for over fifty years, through three successive reigns, from Darius I, who began it in 518 
B.C., through the reign of Xerxes into that of Artaxerxes I, about 460 b.c.*® The terrace is 
bordered by mountains in die north and east. It measures about i,5cxi by 900 feet and is 
about forty feet liigh. It was once topped by an enclosing wall of mud-bricks, from forty- 
five to sixty feet liigh, wliich was stepped back to the single entrance at the north-west 
end, the gate-house K.*^ One approached this by means of a large stairway (L) which 
was so gently graded and of such width that groups of horsemen could mount it without 
difficulty. The gate-house was built by Xerxes, who gave it the curious but significant 
name ‘All Countries’. The implication seems to be that all peoples passed through it to 
pay homage. 

The gate-house resembles that at Pasargadac in possessing a pillared room and also in 
having its outer entrance guarded by bulls, its imicr entrance (Plate i8ob) by human- 
headed bulls. Turning to the right, one reaches die great Audience Hall (J) begun by 
Darius I and completed by Xerxes and Artaxerxes I. It stands on a terrace of its own. 
Beyond the Audience Hall stands the Throne Hall, the Hundred Column Hall (M), 
started by Xerxes and completed by his son. 

These two square halls effectively separate the northern part of the terrace, accessible 
to a restricted pubhc, from the royal apartments situated behind them. Access to dicsc 
was by means of a very beautiful staircase, placed at the end of an esplanade or cour 
d*honneur between the two audience halls (Plates 178B and 179A). It leads into a building 
(E) called the Tripylon because it had, in addition to its entrance and exit, a diird door 
which led down to the level of the Harem in the £ast.“ Leaving the Tripylon and turning 
sharply to the West, we pass dirough the ruins of a building (G), perhaps constructed by 
Artaxerxes III and reach, at the edge of the platform, the residential palace of Darius 
I (I). Building H, to die south, is now beUeved to have been constructed from remains 
of an older structure after the btuning by Alexander the Great.” Next to it are the resi- 
dential palace of Xerxes (F) and the ruins of another building (D). The L-shaped com- 
plex surrounding D is called the Harem, and B, at the foot of the rocks, the Treasury. 

Not only in the details to which we have referred, but also in general lay-out, Persc- 
pohs recalls Pasargadac. In both cases separate buildings arc loosely grouped together. 
A reconstruction of the palace at Susa suggests a different plan. South of a pillared hall 
resembhng diose which we have described (J and M)” there appears a complex of 
rooms grouped round three courts in the manner of the Mesopotamian palaces. But 
the excavations were carried out here with very litdc understanding and what now 
remains is far too equivocal for us to consider the existence of this Mesopotamian type 
of plan in Achaemenian architecture a certainty. 

The architecture of the Achaemcnids is remarkably original, especially in the lavish 
use of columns and the predominance of square rooms. At Pasargadac all the main apart- 
ments arc oblongs, but at PersepoHs the plans, which otherwise resemble those of the 
older buildings, arc re-drawn round a square. The square chamber appears as an inde- 
pendent xmit in the gate of Xerxes (K); as tlie central feature in the pillared halls J and 
M; in the residential palaces I, K, and H; in £; and in C, the Harem. Here, moreover, 
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the hypostyle main rooms of its twelve apartments are also square. The insistence on the 
square rooms is one of the lasting features of Achaemenian architecture, established in 
the reign of Darius. While Cyrus was king, both architecture and sculpture were still in 
an experimental stage. 

Much has been written on the origin of the Achaemenian pillared halls, but to little 
purpose. They have been derived from Median architecture, of which nothing remains,” 
and from the bit^-hilani, which is different in all important respects.” The Audience Hall 
of Darius Q) is, in any case, an impressive structure, 250 feet square, with a height com- 
puted at sixty feet. It is said that it could accommodate 10,000 people. The four corner 
towers contained, presumably, guard-rooms and stairs. There arc porticoes on three 
sides, and service rooms on the fourth; the latter feature differentiates the building from 
die palaces of Cyrus at Pasargadae. The western portico commanded a free view of the 
plain and the simset, for the fortress wall which stood on the edge of the terrace was 
interrupted here and replaced by a low parapet.” The great stairways wliich gave access 
to the separate platform on which it stood (cut from the Hving rock) were decorated 
with the great procession of tribute bearers (Plates 181, 182, 183, and 184B). 

The Throne Hall or Hall of the Hundred Columns (M) was begun by Xerxes and 
finished by Artaxerxes L It had a portico on the north side with sixteen pillars and two 
huge figures of bulls as guardians at cidier end built into the walls of the towers. On the 
other tlircc sides it was surrounded by a narrow service passage. There arc two doors in 
each wall, and seven stone-framed windows in the wall between hall and portico; in the 
other walls there arc niches instead of windows.” The insides of the doors were carved 
in reliefs; those on the north and south sides showing the king enthroned; those in the 
cast and west sides depicting the king in combat with monsters.” The hall stood at the 
southern end of a courtyard to wliich a gate house, resembling the ‘Gate of all coun- 
tries’ (K), gave access. Thus the Throne Hall was remarkably well guarded, for it was 
only accessible through its portico. It has been suggested that in this hall the greatest 
royal treasures were exhibited surrounding the enthroned monarch with additional 
splendour at great state functions.” 

In the residential palaces (I and F) we also find the portico with a double row of 
columns leading into a square main room, but this is surrounded on three sides by small 
chambers, as one would expect in living-quarters. At Pasargadae this type of building is 
represented by ‘Palace P’. 

A somewhat similar building (C) lies in front of the Harem with its twelve apart- 
ments, each consisting of a square hypostyle room connected with one or two long nar- 
row chambers. The main building (C) is faced across the court by a complex (C^), 
which has been interpreted a»the quarters of the guard. A flight of steps leads down into 
this from the Tripylon. Since there is also a connexion between and the Hall of the 
Hundred Columns, die first building might also have contained the royal robing cham- 
ber. Throughout we are reduced to guesswork if we wish to define the function of the 
rooms more precisely. 

To the cast of the Harem lies a building (B) which is called the Treasury by the dis- 
coverer,” who means by this term the royal storehouse and armoury. It is surrounded 
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by a wall with stepped recesses, in the Mesopotamian manner, and only one gateway 
led into this enclosure. Its main feature was the number of large pillared halls surrounded 
by narrow corridors. The single entrance gave access to guardrooms leading into the 
court (marked B) with the four porticoes; in two of these are orthostats with a relief 
showing Darius receiving an official in audience (Plate 184A). Thousands of arrow-heads, 
javelins, and other weapons and many hundreds of tablets were foimd in tlie surrounding 
rooms. Its pillars were of wood covered with plaster which was painted in blue, red, 
and white (Figmre iii). 

After our survey of the lay-out we shall now consider the elevations of the buildings, 
and we must first comment on the peculiar nature of the stone-work. We have men- 
tioned stone door-frames and window-frames and niches; they are best preserved in the 



hgurc in. Column ot wood coveted 
with painted plaster, from the treasury of Pcrsepolis 
{Courtesy Dr Erich F. Schmidt) 


residential palace of Darius (Plate i8i, background), but all arc treated in die same way. 
They arc not built up logically, as was done in Egypt or Greece, from four separate 
pieces: lintel, sill, and two jambs. They are sometimes carved in a single block; at other 
times parts, one-half or three-quarters of the circumferences, were cut tioin one block 
and the rest from one or more separate pieces. In other words, the stone was treated in 
the manner of a sculptor, not that of a mason. The same odd treatment is observed in 
the stairs; these are not regular units cut in quantities and used in a set fashion, a number 
of identical blocks for the treads and a number of blocks to build the parapet, but it is 
the rule that an arbitrary width and length of steps is hewn out of the same block with 
part of the parapet. In a similar way columns arc never made of a fixed number of 
drums' of a given size.** 

The columns arc die most characteristic feature of Achacmenian architecture. Many 
were of wood, on stone bases, the shaft sometimes plastered and painted (Figure in). 
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We know nothing of the capital which topped these, but we have all the elements of the 
stone columns, and wc shall discuss these elements separately. Here, again, Pasargadae 
represents the formative phase of Achaemcnian art and Fersepolis the mature, estab- 
lished form. 



Figure 112. Column 

will) huinan-hcadcd bull capital, from Pcrscpolis 
(Cotirlesy Dr Erich F. Schmidt) 


The base of the columns of Pasargadae is a torus with horizontal fludngs. This is the 
Ionian form of base, represented, in the time of Cyrus, by the columns which Croesus 
of Lydia gave to the Artemision at Ephesus.^ In Greece Ionian columns retained this 
type of base into later times, but at Fersepolis and Susa bell-shaped bases with flower or 
plant designs replaced the fluted torus (Plate i86; figure T 12 ). 

The fluted shaft of the columns at Fersepolis is likewise derived from Ionia, although 
the Greeks never used so large a number of flutings (forty to forty-eight). At Pasar- 
gadac the shafts of the columns arc smooth. 
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The c&pitdl of the Achacincnian column is without &licn prototypes, although foreign 
motifs arc utilized for it. Its upper part has been rightly compared widi a forked sapling 
used to this day in native houses in Persia to support the rafters.^ In Achaenienian arclii- 
tecture the fork becomes an impost-block shaped into the foreparts of two animals 
(Plates i8o, b and c; Figure 112). These may be bulls, bull-men, or dragons.*^ They 
may either rest directly on the shaft of the column, or two members may be interposed, 
namely a corolla-sliaped capital (Plate i8oc) and a comiccting piece composed of eight 
vertical double scrolls (Figure 112). 

The capital is itself of complex design; it rises from a ring of drooping sepals, and its 
shape to some degree recalls the Egyptian palm-leaf capital; but even in Egypt the 
papyrus and lotus capitals had, in the second half of the first millennium, assumed tliis 
kind of segmentation.®’ Moreover, each segment is decorated at the centre witli a 
papyrus flower. This proUferation of vegetal ornament iuk onnccted with die basic form 
of the capital is also common in Ptolemaic temples in Egypt. 

The connecting piece with the eight vertical double scrolls brings us back to Ionia 
again, or rather, to the eastern Mediterranean. The Achacmenian capitals can be under- 
stood as unusually rich offshoots of a development which took place in die Levant in the 
sixth century b.c. and led there to the Ionian capital. The distinctive dv)ublc volute of 
tliis capital can be traced back through a number of divergent Levantine forms to the 
turned-down sepals of the Egyptian ‘southflower’, die so-called Lily of Upper Egypt.®® 
Examples of volutes are known on the capitals of pilasters on various Palestinian sites, 
for instance, at Megiddo; and in Cyprus (Figure 95) ; diey appear, three times repeated, 
in a ‘sacred tree* at Sakjcgeuzi (Figure 89) and in double or triple form on the glazed 
brick facade of Nebuchadnezzar's palace at Babylon as irccently reconstructed.®'^ It is 
clear, therefore, that a pair of volutes was used throughout Western Asia as the finial of 
column-shaped objects, pilasters, and so on. The drooping sepals of the capital arc blown 
ill north Syrian architecture in the ninth to eighth centuries b.c. We rccogmzc this from 
renderings of capitals in relief;®* from die capital supporting the eagle of Tell Halaf 
(Plate 157b); and from the columns appearmg in the ivories below die window of the 
‘beckoning Astartc' (Plate 170B). 

Now, the double volute and the drooping sepals occur together in capitals found at 
Nape and Neandria in Lesbos (Figure 1 13). The double volutes appear on die front of an 
oblong impost block above the two rings of leaves. These rings turn, in Greek architec- 
ture, into cymatium and astragalus (egg and reel moulding); an early example is found 
in a colunm from the Ionian colony of Naukratis in Egypt, dated about 500 b.c. (Figure 
114). More complete is the colunm erected to support a sphinx (Figure 115) by die 
Naxians at Delphi, in the first half of die sixdi century b.c. Here die double volute has 
almost, but not quite, assumed the shape it has in the classical Ionian colunm; for it is 
still used as a separate impost block supporting the figure of the sphinx. There is other 
evidence, too, that die double volute was used as an independent clement ; the most im- 
portant evidence is supplied by the bronze stand for a mixing vessel from Cyprus (Plate 
I 74 ®)> for here they arc used vertically, as in the Achaemcnian columns, and on a 
column too.®^ It is a sacred tree, with a double volute on either side — in reality, thcrc- 


223 



PART two: the peripheral regions 



Figure 1 13. Capital from Neandria 



Figure 114. Capital from Naukratis 


fore, probably, on four sides - above a capital rendered by two single volutes. The vari- 
ous transitional forms which we have briefly reviewed here show that the Ionian and the 
Achaetnenian columns arc both the products of a development which was centred in the 
eastern Mediterranean in the sixth century b.c. Yet how great is the contrast. The Ionian 
column, for all the richness of its fluted base and shaft and its efflorescent capital, remains 
a clear and logical architectural member; the Achaemcnian column is bizarre in the ex- 
treme. But its massed effect has splendour, as a reconstruction of the Hall of the Hundred 
Columns shows (Plate 186) ; and this effect is not the result of a more or less haphazard 
combitudon of borrowed features, but of an original and carefully conceived desigir. 
Plate 180C and figure lit illustrate the point; observe, in the middle of each segment of 
the corolla-shaped capital, a papyrus flower on a fluted stem, as unknown to Egypt as 
the use of the astragalus as an edging is unknown in Greece. The derivadons have been 
integrated in a whole which possesses its own peculiar harmony - a harmony wliich 
cannot be appreciated if one is merely preoccupied with the historical origins of its 
elements.™ It was a Persian creadon, like the remarkable building of which it was .1 
part, the palace of which Darius said in an inscripdon: ‘I built it secure and beaudful 
and adequate, just as I was intending to.’™ 

Outside the palaces Achaemenian architecture seems to have been insignifican t. There 
Were no temples; the Zoroasttian cult called for fire altars under the open sky surrounded 
by an enclosure wall. At Pasargadae a stepped platform rose at one end of the enclosure, 
and it has been supposed that it supported a small building.™ The main argument in 
favour of this view is supplied by Cyrus’ tomb at Pasargadae, which consists of a simple 
gable-roofed sarcophagus chamber placed on a platform comprising, like that of the 
sacred enclosure, six steps. But the requirements of a burial difler obviously from those 
of an aniconic cult; and in the relief of the royal tombs at Naqsh-i-Rustam near Perse- 
polis (Plate 187) the dead king appears in the act of adoradon, before a fire altar and 
under sun and moon, while standing on a bare stepped platform. 
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The tomb of Cyrus, of extreme simplicity, stood in a park.*^^ The tombs of his succes- 
sors arc cut into the rocks at Naqsh-i-Rustam and their sculptured facades can better be 
discussed in connexion with the sculpture of the period. 

Sculpture 

As far as we know, there were no free-standing statucs.^'^ Sculpture in the round was 
made subservient to architecture in the capitals and in the gate figures, and also in the 
reliefs. These show - like the architecture - a combination of Ionian craftsmanship and 
Persian design which seems to have been achieved in the reign of Darius I and to have 
served as a model for succeeding generations. For the rapid development of Greek sculp- 
ture between 520 and 460 b.c. - the period during wliich Persepolis was built - is with- 
out any influence on Acliacmcnian work. It was Greek sculpture of the last quarter ( >f the 
sixth century which, once and for all, put its stamp on tlic Acliacmcnian style. Com- 
pared with the Greek originals even of tliat early period, the Persian reliefs appear in- 
hibited, frozen, thorouglily oriental, yet die Greek strain in their make-up differentiates 
them from almost all Near Eastern reliefs that went before. 

The contrast is a formal one. At Susa and Persepolis relief was conceived as a plastic 
rendering of bodies. In Egypt and Mesopotamia modelling played a subordinate part in 
relief which remained linear in character. The surface of the carved figures stood out be- 
fore the background as a parallel plane, not as the protruding mass of a three-dimensional 
body emerging from the stone. Near Eastern reUef remained essentially flat, even when 
enriched with modelled details; and details were often engraved rather than modelled. 
It is one of the achievements of Greek art tliat sculpture in die round and sculpture in 
relief became related as branches of plastic art and shared more than the material in 
wliich they were executed. 

It is true that Neo-Babylonian usage diflered from that of Assyria and that the bound- 
stone of Mardukpaliddina II (Plate 120) has a more plastic character tiian the reliefs 
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of the Assyrians. It is possible that such work was not uncommon in Sabylonia (very 
little remains of Neo-Babylonian sculpture) and that it prepared die way for the Ionian 
conception of relief work. But if one compares similar themes - say the horses of plates 
182 and 183 with those of plates 84 and 102 - the difference is obvious; there is no earlier 
parallel for so plastic a treatment of a body as that of the camel in plate 184B,” even 
though some of the human figures arc but litde advanced beyond what can be seen on 
the Neo-Babylonian boundary stone. 

The earliest Achacmcnian relief is that of the demon on a door-jamb of the gate- 
house of Pasargadae (Figure 116). It is purely Oriental, in design as well as in style. The 



Figure 116. Wmged genius on door jjuib at Pasargadae 

body is flat; there is no modelling of the limbs through the clothing, and the long, 
fringed shawl-like gown recalls those worn by the courtiers of Sargon of Assyria (Plate 
5)6).™ The four wings, elaborately engraved, arc also known in Assyria (Plate 83). The 
beard, on the other hand, is short and round, after the Persian fashion. Upon the cap, 
which is without known parallel, is placed the most elaborate of the divine crowns of 
Egypt. This may be copied directly from imported Egyptian bronzes or from Phoeni- 
cian work. In fact, the closest parallel to our figure occurs on a Phoenician or Syrian 
stele representing a fertility god.” The figure is hybrid but predominantly Assyrian, not 
only in its design but also in its function as guardian of the gate. The inscription above it 
is the building inscription of Cyrus which has been quoted: it has led to the erroneous 
view that the figure represents Cyrus. 

At Pasargadae a relief in the later, mature style was also found. It may date firom the 
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end of Cyrus* reign/® but that is by no means certain and, I think, unlikely. In fact, the 
text written against the reliefs differs from the building inscription of Pasargadae which 
we quoted above (p. 216). It reads ‘Cyrus, the great king, the Achaemenid’. The diver- 
gence from the budding inscription preserved at the gate-house and also on the pilaster 
‘Palace P* can hardly be accidental; lacking the personal pronoun it is a title radicr tJian 
a building-inScription; in other words, it may indicate tliat the figure depicted is Cyrus. 
Such a legend would be comprehensible, if die king who completed the reliefs had been, 
not Cyrus, but Darius, and this interpretation seems to me die most probable. Acliae- 
menian kings did habitually complete buildings started by their predecessors. They were, 
to a quite unusual degree, conscious of their corporate individuality as die dynasty of die 
Achaemcnids. The relief would certainly be more comprehensible, if it were considered 
to have been carved after the rock relief which Darius I cut at Bchistun (Plate 178A), 
300 feet above springs of clear water, on the road to Ech.itana (Hainadan), the former 
capital of the Modes. It was cut in the rocks in the sixth year of liis reign. It commemor- 
ates the victory of Darius over rebel kings and uses a formula introduced in the third 
millennium B.c. in Mesopotamia by Naramsin of Akkad (Plate 44) and continually 
adhered to in subsequent centuries. The king places his foot on the neck of Gaumata, 
the false Smerdis, wliile the other insurgents appear shackl<‘d before hiiu. Above them 
hovers Ahuramazda in the winged disk blessing the king with a gesture. 

Tliis rock relief shows die new style only just emerging. It ignores the complex 
forms used commonly at Persepolis and Susa, and - in the one case just referred to - at 
Pasargadae. Yet the figures arc modelled well in the round (in contrast witli Figure i r6), 
and in some of the garments there is a scries of folds, where they arc ih awn tight by the 
belt; it is but one aspect of the tendency to give to relief a greater plasticity than it had 
obtained in Egypt or Assyria. At Persepolis this tendency has found expression in a much 
more sopliisticated rendering of the drapery by means of a formula {c.g. Plate i8oa) de- 
veloped in die sixdi century in archaic Greek art and actually adopted from about 525 
B.c. onwards. Its most striking feature can be described as a ‘convention’ by wliich ‘die 
loose garments of die Persians arc arranged in stacked folds with zigzag edges. On the 
outer side of the sleeve, when seen in profile, the stacked folds are obliquely placed widi 
a zigzag edge in one direction ; in the lower part of die garment a bunch of vertical folds, 
symmetrically stacked in two directions widi a zigzag edge running up and down from 
a central pleat, is flanked by curving ridges.* Tliis convention was, as has been shown, 
in use in Greece from about 525 b.c. until the early years of the fifdi C(‘ntury, but the 
niattcr is not — and never was ~ one of chronology only.®® In Greece die particular con- 
vention represents the solution of a problem which had occupied Greek sculptors from 
the end of the seventh century; but the ancient Near East had been precluded from con- 
sidering it by the non-plastic conception of relief to wliich it adhered. In Greece a whole 
scries of works can be listed,®^ to illustrate the various experiments in the rendering of 
the clothes as a separate entity folding round the body, experiments lasting throughout 
die sixth century b.c. and leading to die formula we liave described. This formula 
reached Iran with the Ionian craftsmen employed by Darius. Proof of die activity of 
such men in Persia has quite recently been published. It consists of two drawings lighdy 
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scratched on a relief from Persepolis, on a foot of a figure, in fact, prepared to be 
covered with a red paint which was expected to obliterate die sketches. Tliese show 
astonishingly vivid heads of bearded men matched so closely by Greek vase-paintings 
dated between 510 and 500 b.c. that their authorship cannot possibly be in doubt.®* They 
are spontaneous and quite unofficial expressions of those lonians whom Darius mentions 
in his building inscription at Susa. Their contribution to the style of the Achaemenian 
rehefs consists in the heightened plasticity of the figures of which the emphasis in the 
folds is but one aspect. But it is curious to observe how narrow were the limits set to the 
sculptors; in the treatment of the animals they were, apparendy, left a free hand, but m 
die rendering of men they were not allowed to develop the contrast between drapery 
and body to its full extent, as was done in Greece, or to use it throughout their work. 
For in Achaemenian art it became an iconograpliic device which set the Persians apart 
from other people. In plate 182, for instance, the ‘Immortals’ arc grouped in such a 
manner that Persians and Medes alternate. The Medes are not only distinguished by cap, 
coat, and trousers, but also by the fact that their garments appear smooth, without folds. 
In die rendering of the tribute-bearers (Plate 183) some show of folds is made in certain 
groups, but the sophisticated convention we have described is used only in the case of the 
Persian ushers leading various bodies of men. The other ushers arc Medes; they wear the 
long staffs of their office, but their garments are smooth. 

So the Greek sculptors were given Hmitcd scope; dicy were not allowed to follow the 
trend, which was so strong in their homeland, to intensify the dirce-dimensional char- 
acter of their work; they were not even allowed to use an accepted device, which served 
this purpose, indiscriminately; for they worked to a Persian plan. 

Before determining the main features of that plan we must survey die extant body of 
reliefs. In describing die buildings we have mentioned reUefs on the door-jambs, occur- 
ring in pairs. There may be a king or hero struggling with a monster or Hon, an abstract 
scheme in wliich the animal places one hind foot against the victor’s shin, while the 
latter, holding the lion’s forelock or the dragon’s horn, plunges a sword into its breast.®^ 
Another group shows the king leaving die Audience Hall, followed by a servant with a 
ceremonial sunshade and fly-wliisk.®^ A diird shows the king enthroned under a balda- 
cliin, with either the crown prince or a servant behind him.®* This group, like that of 
plate I 8oa, is placed on a huge stool, with elaborately turned legs connected by horizon- 
tal rods; between dicsc rods there are rows of figures, representing die peoples of the 
empire, who with uplifted anns support the rods. The design also occurs in Assyrian 
furniture in Sargon’s reliefs and, again, in die relief of the royal tombs at Naqsh-i- 
Rustam (Plate 187). 

The purely ornamental cliaractcr of all these reliefs is obvious. Even the audience scene 
of plate 184A is repeated, not only in the Treasury, but also in die Hall of a Hundred 
Columns, where it appears high up in doorways, above five rows of ‘Immortals’.®® 
This is the least effective of the door-jamb decorations, and since it represents Artaxerxes 
1 , at the end of the period in which PersepoUs was built (about 460 b.c.), it shows per- 
haps that the sure taste of the first two generadons of designers and craftsmen was on the 
decline. 
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The scene itself, set up in a portico of die Treasury, as a true ordiostat - die other re- 
liefs are all carved on building-blocks -is a noble work (Plate 184A). Darius is cndironcd 
upon a dais with Xerxes, the heir-apparent, standing beside him,®^ Both are drawn on a 
larger scale than their attendants, a procedure — hierarchic scaling*®® — common in pre- 
Greek art but less common in Assyria than in Egypt and elsewhere. Two incense-bumers 
arc placed before the king, presumably at the front comers of the dais; on either side 
(but shown behind it) are two high Court officials: the Bearer of the Royal Weapons 
(bow-case and battle-axe) and, perhaps, the Royal Cup Bearer (in the ba'^hhk or mufBcr- 



Figure 117. Sword scabbard of bearer of the royal arms (cf. Plate 184A) 

cap). The of&cial received in audience is a Mcde, perhaps die Clidiarch, tli' comni''ndcr 
of the king's bodyguard — that is, the first 1,000 of the 10,000 ‘Immortals - and 
Commander-in-Chief. He is known to liave given daily reports to the king. Spearmen 
of the bodyguard close die scene at eidicr end. The embroidered baldacliin, with lions 
and winged sun-disks (see Plate i 8 oa), is lost. The elegance and minute perfection of the 
reliefs arc shown by figure 117, in wliich the belt and shcadicd dagger of the Bearer of 
the Royal Weapons arc reproduced on a large scalc.®^ 

One religious scene has been rendered in relief, not in the palaces but on the facade of 
the royal tombs at Naqsh-i-Rustam (Plate 187). On cither side of the door leading into 
die tomb chamber two colunms with bull capitals support an entablature, upon which 
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stands a huge couch or throne, its sides decorated with two rows of subjects supporting 
it with uplifted arms. Above this couch appears the king, standing on a stepped platform, 
holding his bow in one hand and Ufting the other in prayer or adoration. He faces a fire 
altar. Above him arc die winged disk with Ahuramazda, and the sun and moon. 

Another group of reUefs covers die parapets of the stairs leading to the separate plat- 
forms of the buildings. The residential palace of Darius (Kgure no, I) is merely decor- 
ated widi an antithetical arrangement of guardsmen. The stairs leading to the Tripylon 
(E; Plates 178B and 179A) also show on the outer parapet guardsmen, and the group of 
lion attacking bull which is a standard filling for comers; the remaining space is filled 
with styUzed plants. On the inner parapet ‘Immortals’ mount the stairs, conversing and 
holding hands, and tribute-bearers from oudying parts of the empire are led in by ushers 
(Plate 1793). 

The same themes recur, displayed on a huge scale, on the two stairways leading to the 
Audience Hall of Darius (J; Plates 181-3). The width covered is about 300 feet.^ The 
outer parapet again shows the guardsmen; and these appear also, on a small scale on the 
inside, forming an obUque border against which the three main bands of figures abut, 
their triangular ends filled with some trees of diminishing sizes. On the right of the cen- 
tral stair (Plate 181) stands a crowd of guardsmen at attention, holding their spears, a dull 
design, but intended, perhaps, as a demonstration of the king's power. Farther on, be- 
yond the right-hand edge of plate t8t, the design becomes more interesting (Plate 182). 
The king’s horses and chariots arc shown in the upper register, and imderncath it officers 
of the Guards, Mcdcs and Persians alternating. They carry flowers, and it has been sup- 
posed that this indicates a celebration of the Nauroz or New Year’s Festival. On this 
occasion, the nations of the empire brought their obligatory presents. This is, in- 
deed, shown on the left side of the central staircase, part of which is reproduced in plate 
183. Lydians (centre, bottom register) bring precious vases and woven stuffs; Scythians, 
above, bring a set of their characteristic clothing - trousers and coat - bracelets, and a 
splendid stallion. Bactrians bring a two-humped camel, Cilicians rams, skins, cloths, and 
precious bowls. Each group is led by a Persian or Median usher carrying a wand of 
office. The vessels, annlcts, and other gifts of precious metals are, on the whole, purely 
Achaemenian in type. Whether the different peoples bought or made such things for the 
purpose of presentation to the king, or whether the Persepolitan artists simply depicted 
the type of valuables with which they were famiUar, wc cannot say. 

It is difficult to realize that these sculptures glittered in bright colours. Traces of tur- 
quoise blue, scarlet, emerald-green, lapis-lazuli blue, purple, and yellow have been ob- 
served. Metal trappings were gildcd.^^ A figure of Darius liad crown and necklace 
covered with gold-foil and a beard inset with imitation lapis-lazuli. Something similar 
has been observed at Pasargadae.^^ 

At Susa glazed bricks supplied the colour.^® Some panels have been reconstructed (Plate 
I 88b), but their place in the buildings cannot be determined. One section showed a row 
of guardsmen with their tall spears.^ The design is much coarser than tliat of the reliefs, 
perliaps because it is produced indirectly by clay being pressed in a mould, perhaps also 
because these panels belong to a much later period, that of Artaxerxes Mnemon (404- 
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358 B.C.). But they continue an old-established tradition (Plate 122; Figure 33), and the 
colours of die glazes are the same as they always had been: blue, white, ycUow, and 
green. The subjects, too, are similar: processions of lions, winged bulls, and dragons; 
the dragons are of a type peculiar to Persia. The panels measure seven by five feet. 

Repetition is of the essence of Achaemcnian art. When we look at a section of the 
great stairway (Plate 182), we see a number of varied groups. Their arrangement is, 
however, striedy decorative; they are not only separated by stylized trees which form 
vertical bands, but their most striking feature is made to recur in the three registers; for 
instance, the camel appearing at the right-hand top recurs at the extreme left edge of the 
figure in the uppermost and in the bottom register. The stallion and the bull also recur; 
The figures ranged round the animals and forming a group with each vary in disposition 
and in their accoutrements, but hardly in pose. There is thus some play of variation 
witliin a scheme strict enough to preserve homogeneity throughout this extensive de- 
coration. If we exclude the repetitive guardsmen, we find a similar interplay of sameness 
and variety on the other side of die stair (Plate 182) : a fumed head, a hand affectionately 
laid on the shoulder of a friend, a flower grasped firmly in one hand or delicately held in 
another, prevent the design from becoming monotonous without ever weakening its 
ornamental function. The interweaving of die separate parts by means of repetition goes 
very far indeed. At the extreme end of the stairway (Plate 179B) we find again, above 
the lion and bull, groups of tribute-bearers preceded by ushers, now divided among the 
separate steps and drawn on a small scale. We touch here the essence of Achaemenian 
art, its weakness as well as its strength. 

For if wc compare Achaemcnian relief-work with diat of carliei p<'riods, we observe 
that it is poorer in two respects. In both Egypt and Mesopotamia relief had become a 
perfect vehicle for narrative. Complex events, like batdes (Plates 84-6; PP-IO?). could 
be adequately, even impressively, rendered.^ Other subjects, such as scenes of mourmng 
in Egyptian tombs, or hunting scenes in Assyria, arc genuinely moving (Plates 111-13). 
Achaemcnian reliefs neither tell a story nor do they express feeling. Their repertory 
is restricted and they are apt to be monotonous, notwithstanding dicir exquisite 
details.^® 

But wc misconstrue the intentions of the Persian designers, it wc put die Achacmcman 
reliefs on a line with those of Egypt and Mesopotamia, They were not intended to be 
scrutinized, and a comparison with Assyrian reliefs in particular is fallacious, because 
these fulfilled a different function. In the Assyrian palaces the reliefs embellished corri- 
dors, courts, anterooms, and audience chambers, where those who waited - foreign en- 
voys or subjects - had ample opportunity to follow the pictorial narratives in all their 
details. The Achaemcnian reliefs were placed on the parapets of stairs, or in door-jambs — 
places where one passed them by. Moreover, the stairways were constructed against the 
outside of an artificial terrace, so that the sculpture was reduced to a ornamental band at 
the foot of the gateway and walls, with its turrets and the roofs of buildings ovcrtopphig 
it. The reliefs merely served to emphasize an important architectural feature of the ter- 
raced complex, the stairway entrance. 

Achaemenian sculpture in the round possessed likewise an ornamental character, 
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whether it was used in the capitals or for gate figures. Compared with its Assyrian 
prototypes it has less vigour; it seems milder, almost subdued; the sharp edges, re- 
entrant siurfiices, bold shadows of the Assyrian figures (Plates 77 and 83) have been 
smoothed out (Plate 185). We cannot hold the lonians responsible for this change, for 
east Greek art is most vigorous and vivaciom. But we have already stressed the limita- 
tions imposed on the Ionian sculptors. Craftsmen of many nations gathered at Susa and 
Persepolis contributed their diverse skill to produce monuments for which there were 
no parallels in any of the countries whence they came. The work as a whole, and the 
spirit which pervaded it, were Persian. The very features which seem shortcomings, when 
we compare Achaemenian sculpture with that of Bgypt and Assyria, appear consistent 
with its true nature, when we consider them on their own merits. For Achaemenian 
sculpture is a form of decoration, and it is in the nature of ornament to be subservient. 
When a design arrests us by its subject-matter or the exceptional vigour of its execution, 
it transgresses the Umits set to decoration. The patterns and rhythms achieved by a repe- 
tition of figures or groups are, on the other hand, pre-eminently suitable for ornament. 

Achaemenian sculpture is more closely related to the appUed arts than diat of most 
other countries. Here, too, there is exquisite detail, richness, and at the same time strict 
appropriateness of design. Many of the motifs recur ; the monster which the king destroys 
on the door-jambs of his palaces and which, built in with glazed bricks, adorns their 
walls (Plate i88b), forms the finials of a bracelet set with enamels or semi-precious stones 
(Plate 190A), or decorates the spout of a Ubation vessel, a rhyton (Plate 191). But not 
only do the motifs recur; the very method of design is the same whatever medium is 
used. On the sword scabbard of figure 117, the central subject is a repetition of goats, 
diminishing in size towards the point, posed as unnaturally as die bull in Plate 179B. The 
rows of hons which are embroidered upon the canopy over the king’s throne and on 
the hem of liis robc>^ recur in metal in the frame of his chariot.** 

When we realize that the principles of Achaemenian sculpture are the same as those of 
the applied arts we can solve the paradox of its origin. We have stated that the Persians 
did not possess a monumental art of their own, that foreign craftsmen built and decor- 
ated the Achaemoiian palaces, and that the resulting monuments were, nevertheless, 
essentially Persian in character. The oddities of the architecture - the scattering of build- 
ings over platforms, the elongated columns, dieir number, the bizarre capitals - all this 
betrays the direction of people foreign to the tradition, the practice, and the potentialities 
of Near Eastern architecture. But they were not people devoid of aesthetic sense; on the 
contrary, they betray throughout a cultured inclination towards rich, harmonious, but 
essentially decorative designs. This is a taste not uncommon among nomads, and it 
would seem that the Persians drew on the traditions of their native crafis, when they 
directed the hosts of foreign craftsmen collected at Persepolis and Susa. 

It is a pity that but a few patterns of embroidered or woven stuffs are rendered on the 
reliefs. One expects that here, as in some of die jewellery, and perhaps in objects of 
popular use - the successors to the Luristan bronzes - ancient Mesopotamian motifs of 
proved ornamental value, survived. For the textiles of south-west Persia seem to have 
preserved an unbroken tradition, whether they were produced under Babylonian, 
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Achaemenian, Sassanian, or Arab rule. They transmitted to Einope, in the twelfth 
century A.D., a wealth of ancient Near Eastern themes which replaced the disembodied 
animal style of the illuminations and enriched the capitals and archivolts of Komanesejue 
churches. This remarkable movement repeated, in a more complex manner, the enrich- 
ment of Western art in the seventh century b,c., when influences from the Levant re- 
placed the esChausted Geometric by the Orientalizing style of Greece. We cannot, in this 
volume, attempt to deal with the later movement; but Achaemenian art was an im- 
portant link in the chain of transmission, since in it, at the close of the period in which 
the Near East had been the centre of highest culture, many traditions, both of Bar- 
barians and of Greeks, assumed a new form. 
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CHAPTER 1 

I I. The word *protoliteratc* has been adopted in 
parallelism to. ‘protodynastic*. We retain it, al- 
though it is a hybrid, to avoid confusion. The Pro- 
toliterate Period includes most of the * Uruk Period* 
and all of the *Jc”idct Nasr Period* of the older 
literature. See Dclougaz and Lloyd, Prc^Sarqonid 
Temples in the Diyala Region (Chicago, 1942), 8,n. 10. 

2. Thence the modem designation ‘Sumerian*; 
they called tliemsclves ‘the black-hcadcd people*. 
Their language. Sumerian, is without demonstrable 
affinities to any modern tongue. It is agglutinative 
and not inflectional, and therefore neither Semitic 
nor Indo-European. The human skeletons dated to 
the fourth and third millennium B.c., when Sum- 
erian was the dominant language, cannot be dis- 
tinguished from those of Scmidc-spcaking Asiatics. 
At all times the population seems to have consisted 
of long-headed ‘Mediterranean* plainsmen with a 
mixture of short-headed ‘Armenoid* mountaineers 
due to a thin but continuous trickle of immigration 
from the East and North-east. 

3. Hitherto unknown early stages of their painted 
pottery have been discovered recently at Abu 
Shahrein (ancient Eridii) confirming its south-west 
Persian origin. In the absence of writing of this 
period, wc cannot prove that these Persian immi- 
grants were .Sumerians, but the continuity of their 
culture with tliat of the Protoliteratc Period suggests 
It. The only alternative would be to see Sumerians 
111 the makers of red and grey pottery which first 
intermingles with, then displaces, the Al ‘Ubaid 
ware at the end of the Prehistoric Period. The 
makers of these vessels seem to have immigrated 
from the North or North-cast. The problem has 
often been discussed of recent years, but rarely with 
a suflicient appreciation of the continuity which 
links the Protolitcrate and the Al ‘Ubaid Period. 
The Al ‘Ubaid culture, spreading along the rivers, 
and displacing throughout nortliem Mesopotamia 
the Tell Halaf culture of north Syrian affinities, was 
the first to prevail throughout Mesopotamia. 

4. The earliest vHage culture of north Mesopo- 
tamia is called after Hassuna (Jcntnial of Near Eastern 
Studies, TV (1945), 255-89; n (1952), i-js). It is 
succeeded by the Halaf Period, named after Tell 
Halaf in north Syria. During this period the Al 
Ubaid people entered southern Mesopotamia from 
Persia. The appearance of red and grey pottery 
marks the succeeding Warka Period. Tliis is the last 


stage of Mesopotamian prehistory in the south. It 
was succeeded by the Protoliterate Period. In the 
north there arc no exact equivalents for the Warka 
and Protolitcrate Periods, and prehistoric conditions 
penisted for some considerable time (Gawra 
Period). All the relevant material has been discussed 
by Ann Louise Perkins, The Comparative Strati- 
Straphy of Early Mesopotamia (Chicago, 1949). A 
prehistoric settlement even more primitive than 
Hassuna was found at Jarmo in Iraqi Kurdistan. 

Even here clay figurines of men and animals were 
found. See Braidwood, in Sumer, vn (Baghdad, 

1951) and Bulletin of the Atnerican Schools of Oriental 
Research, No. 124 (Baltimore, 1951). 

5. This ware is fully discussed in Journal of Near 
Eastern Studies, iii (1944), 48-72. 

6. See Sumer, 111 (Baghdad, T947), 84 ff.; IV p. 2 
(Baghdad, 1948), 115 ff. 

7. Arthur J. Toblcr, Excavations af Tepe Gawra, n p. 3 
(Philadelphia, 1950), 30 ff., and plates xi, xii, and 
xxxvii-xxxviii. There were three temples grouped 
round a court, showing variations of a typical plan 
which is best preserved in the one wc reproduce. 

8. Toblcr, op cif., maintains that the absence of 
double recessed niches fron i the north-western orrear 
wall shows that tlic buttresses served an ornamental 
purpose 

9. These earlier experimental phas(‘s arc represen- 
ted by temples numbered viii and xvi which pre- 
cede that of figure 3. 

10. H. and H. A. Frankfort,]. A. Wilson and Th. p. 4 
Jacobsen, Philosophy (Harmondsworth, 1948), 

159ft- 

11. After Th. Jacobsen, in Journal cf Near Eastern 
Studies, V (1946), I40- 

12. It survived as a sacred hill witliin the precincts p. s 
of a temple of Anu, built in Hellenistic times, 3.000 
years later. 

13 . These stairs were built in a re-entrant angle of p. 6 
the mound, and seem to have continued through the 
brickwork of the terrace, while a ramp led off to the 
right and also mounted the terrace. In the draw- 
ing of figure 4 the recesses] in^ the slope of the 
mound have not been continued round the south- 
western side because the ruins arc denuded there. 

The most recent discussion of the building is by 
Heinrich J. Lenzen, in Mitteilun^en der Deutsihen 
Orient-GesellschaftNo,^l (Berlin, November 1951). 
who rejects the early date assigned to it by Perkins 
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aiid establishes that it was built in the latter part of 
the Protoliteratc Period. 

p. 6 14. It measures seventy-four by fifty feet. 

IS- Acker uorl. Bericht ... Abh, Preuss. Akad. 
(1936), Phil-Hist. Kl.» no. 13, plate 41. 

16. The word means simply *to be high' or 
* pointed', and was the Mesopotamian name for die 
temple tower. 

17. Zeitschrifijur Assyriologie, NF, vi (1931), i ff.; 
Syria (1940), 161, n. 2. 

18. Seton Lloyd and Fuad Safar, *Tell Uqair', in 
Journal of Near Eastern Studies, n (1943), 132-58; 
plates i-xxxi. 

p. 7 19. It so happens that no Ziggurat belonging to 

die third millennium b.c. is known to us. The 
Early Dynastic shrines stand on plinths or plat- 
forms. Sir Leonard Woolley surmises that an Early 
Dynastic Ziggurat existed at Ur, but there is no 
evidence that this was so [Heinrich Lenzen, Die 
Entu^icklung ier Zikurrat (Leipzig, 1941), 40 S. ; 45]. 
The Early Dynastic seals showing the building of a 
high temple (Frankfort, Cylinder Seals, 76), may 
represent platforms as well as Ziggurats, since the 
proportions suit the engravers’ convenience. From 
the Third Dynasty of Ur onward Ziggurats occur 
regularly. 

20. One temple, temple C (Siebenter vorl. Bericht 
... Abh. Preuss. Akad. (1935), Phil.-Hist. Kl., no. 
4, plate 2), is well enough preserved to show 
that it consists of a combination of two parts, each 
laid out according to the plan of the Ann temple 
(Figure 4), but using different scales. The nordi- 
westem part of the building is the sanctuary proper, 
with an ornamentation of recessed brickwork on the 
inside walk. Against this shrine a large open court 
surrounded by rooms is nothing but a repetition of 
the same plan, at right angles and on a large scale, 
p. 8 2 1 . In the temple on the Anu Ziggurat (Figure 4) 

the rooms at the west and soudi comers each con- 
tained such a staircase. 

22. Lenzen, Die Entwicklung der Zikurrat, 8 . 
p. 9 ^ 3 - In the facade of Waradsin’s fort at Ur, for 

example; see Antitjuaries* Journal, xa, plate ixv. The 
figures built by means of moulded bricks in the 
facade of the temple of Karaindash at Warka (Plate 
70 a) can be regarded as an application of the same 
principle. 

24. Zweiter vorl. Bericht . . ., Abh. Preuss. Akad. 
(1930), Phil.-Hist. Kl., no. 4, 35 ff.; figures 23-7; 
Dritter vorl Bericht ..., Abh. Preuss. Akad. (1932), 
Phil.-Hist. Kl., no. 2, plate 1 8 ; Elfter vorl Bericht . . 
Abh. Preuss. Akad. (1940), Phil.-Hist. Kl., no. 3, 
plate 34. 


25. The peculiar excellence of the composition p. 10 
is best elucidated by H. A. Groenewcgen-Fnuikfort, 
Arrest and Movement, 150-2, whom I follow. 

26. Such vases have actually been found in the ex- 
cavations at Kliafaje. Dclougaz and Lloyd, Presar-^ 
gonid Temples (Chicago, 1942), 18, 29. 

27. A. FaUcenstein and Th. Jacobsen luve recog- 
nized that the man holds a writing sign which 
marks him as the ruler of Warka. 

28. Ernst Heinrich, Schilf und Lehm, and die p 1 1 
drawings of Edward Bawden in Horizon, vn, no. 

41, May 1943. 

29. On seals where the feeding of die temple herd 
is depicted the food consists sometimes of ears of 
barley and sometimes of rosettes. 

30. This is clearly shown in two figures in the 
Babylonian Collection of Yale University; see 11. 
Frankfort, The Birth of Civilization in the Near East 
(London, 1951), plate x, figures 17 and iS. 

31. This head may liave belonged to a cult- 
statuc, aldiough in later times Mesopotamian gods 
were not given animal shape. But it has been 
suggested that the ewe stood for the mother of 
Tammuz (Thorkild Jacobsen, in Journal of Near 
Eastern Studies, xii (i 953 )» moreover the 
cow of plate 26 d fitted die base on the altar of 
the temple in which it was found and may thus 
represent its deity, die goddess Nintu. A great 
variety of heads of sheep and rams which served as 
ornaments in the temple have been found. See Ernst 
Heinrich, Kleinfunde aus den archaischett Tefttpel^ 
scliichten in Uruk (Berlin, 1936), plates 4-8; Elfter 
vorl Bericht ..., Abh. Preuss. Akad. (1940). Phil- 
Hist. Kl., no. 3, plate 33; Journal of Near Eastern 
Studies, v (1946), I 53 If- 

32. Sec the vase from Khafajc, Frankfort, Pio~ 
gress of the Work of the Oriental Institute of /ni^, 
1934/35 (O.I.C. 20), 69, figure 54, and the vase 
British Museum Quarterly, ii (1927)1 plates vi-vii. 

33. Its occurrence at die very beginning of the 
Protoliterate Period is shown by such cylinder 
seals as Louvre A-26 (Frankfort, Cylinder Seals, 
plate y(b)). 

34. Similar vases arc known from Fara, Tell As- 
mar, Tell Agrab, Khafajc, and elsewhere. Sec H. H. 

Hall, Babylonian and Assyrian Sculpture in the British 
Museum, plates ii m, i; G. Contenau, Mamel 
dWchdologieorientale,pA^c64St&g}in446; page 1990, 
figure 1078; Antiquaries* Journal xm (i 933 )» 

Ixv, 1; Ernst Heinrich, Fara, plate 14A; Illustrated 
London News (12 Sept. I 93 li)» 435 ; Idem (6 Nov., 
1937)1 793. figures 7 and 8 . 
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35. Illustrated London News (26 Sept. 1936), 524, 
plate i; Heinrich, Kleinfunde, plates 25-8. 

P 12 36. He is not mentioned in literauirc, and his 

idmdfication with the hero of the Gilgamesh epic 
is entirely without foundation. Sec Frankfort. 
Cylinder Seals, 62-7. 

37. On a later seal (Leon Legrain, Ur Excavations, 
III. plate 16, no. 298). the bearded bull is shown as 
tlie numen of a mountain. It is attacked by the 
lion-headed eagle, personifying the spring rains (see 
below). The bull seems to symbolize some power of 
the earth, or perhaps the scorched summer earth. 
The lions would attack it, since they belong to the 
Great Mother, the power of life. 

P n 38. Disaissed by Edith Porada in Journal of the 
American Oriental Society, ixx (1950)1 223 ff. 

39. Prankfort, Oriental Institute Discoveries in Iraq 
1933134 (O.I.e. 19), 52, figure 61; Heinrich, 
Kleinjundc, plates 13. 

40. The same feature occurs on a smaU figure of a 
lion found at Tell Agrab and cut from die same 
liard crystalline limestone as our monster, but in 
neither case is the modelling an unmistakable 
rendering of the symbol. 

P 14 4 T. For this contrast in the attitude towards his- 

torical events see H. A. Groenewegcn-Frankfort, 
Arrest and Movement, 148--62. 

Y I s 42. Nics-Kciscr, Historical and Religious Texts, 
})latc 76(c); Frankfort, Cylinder Seals, plate v(d). 

43. This can be seen even m the impression here 
illustrated because the damaged spot at the base 
where the cylinder is chipped appears twice and 
thereby demonstrates that the animal on the right 
is a second impression of that on the extreme 
left. 

p. 16 44. For a detailed discussion, see Frankfort, 

Cylinder Seals, 23-9. 

45 - H. H. Von der Osten, Ancient Oriental Seals in 
the Collection of Mr E, T. Newell (Chicago, i934)» 
no. 695. 

46. Frankfort, Cylinder Seals, plate v(c); the 
examples quoted in the text arc discussed ibid., 
17-29. 

P 17 47. The impression in our illustration is wrongly 

cut; the temple should appear in the middle, with 
the three men on the right and the boat on the left 
of it. 

4S. This interpretation of the lion-headed eagle 
has been substantiated by Professor Thorkild Jacob- 
sen in lectures in Chicago and I am indebted to him 
for permission to refer to it. 


CHAPTER 2 

T. The First, Second, and Third Farly Dynastic p. 18 
Periods, abbreviated E.D. i; E.D. n, R.D. m The 
end of E.D. iii, from about 2425 to 2340 B.c., is 
sometimes distinguished as the Prenoim penal 
Period. 

2. The close connexions between the various p. ly 
vases of tliis group arc of the greatest mtcrcst. On 

the left, in plate 1 1 A, wc notice a small fragment of a 
building near wliich the activities of die musicians 
and their companions took place. This building 
recurs on a vase found at Tell Agrah {Illustrated 
Loudon News (12 Sept. 1930), 434, figures 10, 12). 

In front of it sits a person resembling diose of plate 
I IB. Inside die building wc sec a humped bull be- 
fore its manger. But the zebu is not indigenous in 
Mesopotamia; it appears regularly on the seals 
found m the Indus valley, where bulls arc often 
shown at mangers. In one case a zebu is shown 
accompanied by a bird (Sir John Marshall, Mohenjo- 
Daro and the Indus Civilizatiov, plate cxi, 338), 
and on the vase from Tell Agrab the bull is shown 
together widi ^ bird, a snake, and a scorpion. The 
latter two recur in die same form on other vases of 
the period found in Mesopotamia and corroborate 
the Mesopotamian origin of the example from Tell 
Agrab. The precise iiatuic of the relations with 
India which these vases .i^pcak remains imcer- 
Din. 

3. Frankfort, Otiental Institute Dheoveries in haq, 
t9J3b4 (O.I.e. 19;, 47 , figure 53. 

4. Fragment from Ur (Antiquaries* Jourtial, 111, 
plate .xxxiii) which shows the scorjiion of the vase 
from Tell Agrab and the heads of die pandicr- 
hcaded snakes of the Khafajc vase. Vases in the 
Berlin Museum, and one from Mari (Syria xvi 
{193 5), plate xxvii) also show snakes* bodies marked 
with drill-holes. 

5. Contenau, Manuel d*ArclMo^ic Orientate, 423, p. 20 
figure 321 ; palaeography links its inscription with 
that of the Imdugud figure froi>> Khafajc (Frank- 
fort, Pro^iress of the Work of the Oriental Institute in 
Iraq, i 934 IJ 5 (O.I.C. 20), 32, figure 25. 

6. So a vase fragment from Khafajc (Frankfoit, 
Oriental Institute Discoveries in Iraq, 1933134 ^ figures 
54-5), wliich shows groups of animals common on 
the seals from Fara (E.D. n). The scalloped designs 
which, on the fragment from Ur mentioned in 
note 4 above, decorate the necks of die nionsten. 
occur in E.D. ii on lions for the rendering of the 
mane, as its docs on the mare-head of Mesilim 
which is also, probably, E.D, n in djte.- 

7. One of the cylindrical vases in Baghdad (I.M. 
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25,676) sliows two tiers of buildings. In the upper 
tier the criss-cross pattern used in the rendering of 
buildings on the Eismaya and Tell Agrab vases 
recurs, and this vase in Baghdad is, therefore, per- 
haps earlier than the others of this class. The same 
applies to a vase in the Louvre (Contenau, Manuel, 
644, figure 448) witli palm-trees resembling that in 
plate I IB. 

p. 20 8. The relatively late (E.D. ra) date of the pat- 

terned vases is proved by their occurrence at Mari 
{Syria xvi (1935), plate xxvii, 3) and in the tomb of 
Shubad at Ur (Woolley, Ur Excavations, n, plate 
178). Fragments of vases of this type luve been 
found in Iran, where they were even imitated in 
pottery (Sir Aurel Stein, Archaeological Reconnais- 
sance in North-Western India and South-Eastern Iran, 
plate vi), and even at Mohenjo-Daro, in the Indus 
valley (E. J. H. Mackay, Further Excavations at 
Mohenjo-Daro (Delhi, 19J7), 321 and plate cxJii, no. 
45 )- 

9. This form is unexplained, but since tliese 
bricks were used in herringbone pattern, standing 
on their narrow side, in alternation with layers of 
headers and stretchers, and since unhewn stones are 
used in the same manner in the hill districts of 
northern Iraq even now, it has been suggested that 
mountaineers settling in the plain imitated in brick 
the traditional building material. P. Delougaz, 
Planoconvex Bricks and the Methods of their Employ- 
ment (Chicago, 1933). 

10. Syria, xix (1938), plate ii. 

11. H. R. Hall and C. L. Woolley, Ur Exem^a- 
tions, I (London, 1927), plate xxiv, i. 

p. 21 12. Frankfort, Iraq Expedition of the Oriental 

Institute, 1932/33 (O.I.C. 17), figures 5-7; 10-12. 

13. Frankfort, The Birth of Civilization in the Near 
East, plate xxii, no. 42. 

14. Syria, xvi (1935), 12-28, 117-40; xvn (1936), 
3-1 r; xvin (1937), 55-65. The cloisten arc shown 
in figure 3, p. 58, in the last article. 

15. Very little is known of secular buildings of 
the Early Dynastic Period. They are generally 
grouped together, suggesting administrative offices. 
At I^h there was a complex of three buildings 
(Ernest Mackay, A Sumerian Palace and the *A* 
Cemetery at Kish, Mesopotamia; Field Museum of 
Natural History Anthropology Memoirs, I, No. 2, 
Chicago, 1929)- One shows steps leading up to an 
entrance set far back between three pairs of towers 
forming a narrowing approach. Two thousand 
years later the palace of Nabonidus at Ur bad a 
similar entrance {Antiquaries* Journal, xi, plate liii). 
But at Kish the building to which this impressive 


entrance gave access is lost. Of the other two build- 
ings the entrances have not been recovered. Tlie 
northernmost has a double enclosure wall and a 
block of rooms at the back of a square court, ob- 
viously planned for privacy. It might be a residential 
place. The other building resembles a store, treas- 
ury, or office building. It is here tliat the columns 
were found {op. cit. plates xxvi, xxvii, and xxxii, 3), 
made of especially prepared wedge-shaped bricks 
which are elsewhere used for circular wells. More- 
over, this building had a portico with columns on a 
parapet. At Eridu (Abu Shahrein) two buildings 
almost identical in plan have been found (Fuad 
Safar, in Sumer, vi (1950), 31-3) which show the 
mazes of square and oblong rooms grouped round 
and between courts which are characteristic of large 
public buildings in Mesopotamia at all times. They 
do not contain die 'standard reception suite' of die 
Assyrian palaces, which can be traced back to about 
2000 B.c. (sec below). These buildings at Eridu. 
like those at Kish, belong to the beginning of E.D. 
m. perhaps even to E.D. 11. 

16. P. Delougaz, The Temple Oval at Khafaje 
(Cliicago, 1940). This author also discovered a 
similar temple oval at Al ‘Ubaid {Ibid., 140-51 
Iraq, v (1938), i ff)* 

17. The fenestration of the shrine in die temple p :: 
oval is hypothetical and perhaps incorrect It is 
safer to assume that the shrines, like the houses, had 
square windows high up in the walls with grilles of 
wood or baked clay. Examples of the latter have 
actually been found at Tell Asmar (Frankfort, 

Iraq Expedition of the Oriental Institute, 1932/3^ 
(O.I.C. 17, figure 9)). 

1 8. It is generally believed, after Andrac's sug- p 
gestion, that dicy represent private houses, but their 
shape is not easily squared with this view. They are 
shown, with bowls of incense and food placed 
upon diem, on cylinder seals - c.g. Frankfort, 
Cylinder Seals, plate xxiv (f). 

19. See H. A. Grocnewegen-Frankfort, Arrest 
and Movement, 161. 

20. Revue d*Assyriologie, xxn (i925)» 42 ff 

21. Thurcau-Dangin, Sumerisch-Akkadische Ko- 
nigsinschriften, 72, translation Thorkild Jacobsen. 

22. Revue d*Assyriologie, xxxi (T 934 )t I 39 - 

23. Thurcau-Dangin, loc. cit. 

24. For details sec Frankfort, Sculpture of the p. 24 
Third Millennium from Tell Asmar and Khafaje 
(Chicago, 1939). 

25. The evidence for this interpretation is dis- 
cussed in Frankfort, Sculpture, 45-7* In ® shrine of 
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the Pint Early Oynasdc Period at Khafaje over 600 
cups were found smashed, presumably after a feast 
held in diis sanctuary. 

p. 25 26. Groenewegen-Frankfort, Arrest and Move- 

ment, 24. 

27. Sculpture,^ plates 33, 34. 

p. 26 28. Sculpture, Frontispiece, plate 62(3^). 

p. 27 29. Small figurines of copper representing men 

and women would also seem to belong to £.D. 11; 
one, in the Louvre (Contenau, Manuel, rv, figure 
1124; Monuments Piot, xxxvn, 37 ff.) is, in fact, 
dressed and groomed like those of the hoard from 
Tell Asmar (Figure 13). Others were found at Tell 
Agrab (Frankfort, More Sculpture, plates 56-7). 

30. Frankfort, Sculpture of the ITtird Millennium, 
plate 1 15, no. 206. 

31. This is a kind of wild ass not now domesti- 
cated. 

p. 28 32. Encyclopedic phot<^raphiquc de /'ar^ i, 204. 

33. Syritf, xvi (1935), plates ix, xx, and xxiv, 

34. W. Andrae, Die archaischen Ischtartempel, 
plates 30-1. 

35. Frankfort, Sculpture, plates 52-3. 

P ay 36. The earlier style, hitherto not found in 
regular excavations outside the Diyala region, has 
recently been discovered at Nippur: Illustrated 
London Netvs, 28 June 1952, 1087, 

37. A cow's head in copper found at Khafaje 
represents the earlier style; it is more ornamental 
(Frankfort, op. cit., plate 104). 

38. Hall and Woolley, Ur Excavations, i, plate x. 

39. Ihid., plates xxvii-xxx. 

p 10 40. The object was crushed flat in the soil and the 

excellent restoration has not done away with all 
deformations. 

p 32 41. Dc Sarzec, Ddeouvertes en Chaldde, plate i ter; 

Encyclopddie photographique de Vart, i, 176. 

42. See G. Rachel Levy, 'The Oriental Origin of 
Hcraklcs', in Journal of Hellenic Studies, iiv (1934), 
40 ff. ; for the hydra on seals sec Frankfort, Cylinder 
Seals, 71, 121 f. 

43- In Frankfort, Smlpture, plate 105, no. 125, 
the two figures face one anotlier in the lowest 
row. 

P 33 44. Others were found at Tell Agrab (Frankfort, 

More Sculpture, plate 65; pbtc 67, no. 327). Ex- 
amples from Khafaje are Sculpture, plate 108, no. 
188; plate 109, no. 192; from Fara and Susa, 
Sculpture, 45. 

45* Frankfort, More Sculpture, plate 62. 

46. Sculpture, plate 105. 


47 - More Sculpture, plate 64B. 

48. Contenau, Manuel, figure 357. 

49* F. Thureau-Dangin, Die Sumerischen and 
Akkadischen Konigsinschriften, 35, 1. 

50. Wimesses, plaintiffs, and defendants who 
were prepared to swear by the gods were taken to 
the temple and, in pronouncing the oath, pulled the 
divine emblem from its socket. Tlus act unchained 
die force with which the sacred object was charged 
and which would destroy the perjurer. Cases arc on 
record in which parties recanted previous state- 
ments when faced with the necessity to repeat them 
under oath. Tliis explanation was given in lectures 
of Professor Thorkild Jacobsen at Chicago. 

51. It was observed at Ur that the rein ring of p. 34 
chariots drawn by oxen was embellished with the 
figure of an ox, that of spans of onagers by die 
figure of a wild ass. By analogy the chariot on this 

face of the stele of Eannatum was drawn by lions, 
whicli would mark it as the chariot of the god 
Ningirsu (cf. plate 45B). 

52. Syria, xvi (1935), plate xxviii; ibid., xxr 
(1940), plate vi, 4 (Mari). For similar inlays see 
Mackay, A Sumerian Palace ... at Kish, plates 
xxxv-vi; Frankfort, Oriental Institute Discoveries in 
Iraq, 1933! 34 (O.I.C. 19), figure 25. 

53. At Tell Asmar these knives were part of a p. 35 
service, and dius identified as knives, not daggers; 
Frankfort, Oriental Institute Discoveries m Iraq, 
1932-33 (O.I.C. 7), 37 ff. 

54. The line on the lion’s left paw does not set 
off the animal skin against die human wrist of its 
wearer, but forms part of the conventional render- 
ing of animals; it recurs on the hind legs of the 
wolf and the donkey. 

55. L. Lcgrain, Vr Excavations, ra (London, 

1936), plate 20, no. 384. 

56. Frankfort, Cylinder Seals, 94. figure 30. 

57. M. von Oppenheim, Tell Halaf (London, 

1933). plate xxxviii. 

CHAPTER 3 

1. This is best traced by means of seals : Frankfort, p. 41 
Cylinder Seals, 227-32. 

2. M. Mallowan, in Iraq, ix (i947)* 

3. Parrot, in Syria, xvi-xvn (i 935 - 6 ). Cf. 

Reinie d*assyrioh\qic, xxxi (i934)i 180 ff 

4. W. Andrae, Die archaischen Ischtartempel in 
Assur (Leipzig, 1922). 

5. See B. Landsberger, ‘Die Eigcnbegrifflichkcit p. 42 
dor Babylonischen Welt’, in Islamiui, n, 355-72. 
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p. 42 6 , Annals of Axcha^ology and Anthropology ... 

Liverpool xsx (1932)* plate L; Andrac was the 
first who recognized the head as Akkadian. 

p. 43 7. Other heads of this period are Contenau, 

Manuel 685, figures 474-5; Bulletin of the Fogg 
Museum of Art, Harvard University, ix (1939), 13-18 ; 
oflcsscr quality : Frankfort, More Sculpture, plate 72. 

8. For example Contenau, Manuel, 673, figures 
467-8. 

9. On this stele, sec Grocnewegen-Frankfort, 
.^rr«r and Movement, 163 f. 

10. This is rarely the case in Mesopotamia. See 
Frankfort, Kingship and the Gods, chapter 21. 

11. The term 'landscape* has been loosely, and 
wrongly, used whenever a tree, or plant, or a wavy 
ground line is found in ancient art. But it is 
applicable to the stele of Naramsin, where a 
coherent rendering of the scene of action is given. 

12. Essad Nassouhi in Revue d*Assyriologie, xxi 
(1924), 65 if.; Contenau, Manuel 666 if. 

13. C. J. Edmonds, in Geographical Journal, LXV 
(1925), 63 ff Cf. Sidney Smitli, Early History of 
Assyria (London, 1928), q6 E and figure 9. 
Another stele of Maramsin, found near Diarbekr and 
now in Istanbul, is lost but for a single fragment 
which shows the upper part of the king’s figure 
only: L, W. King, A History of Sumer and Akkad, 
245, figure 59» 

P 44 14. The hero has liis left arm round the lion’s 

neck and his right arm round the beast’s belly. 
He presses liis knee against its back, squeezing the 
breath out of the body. The lion’s he^ is tlirown 
back so tliat it appears upside down, its car over- 
lapping with the hero's wrist. A chipped place in 
the cylinder surface somewhat obscures the upper 
part. Note, however, the detail with which the pads 
and claws arc rendered. The inscription on the right 
formed a panel, Hanked on the other side by a re- 
versed group of hero and lion. The whole design 
was thus strictly symmetrical, but a narrow space 
on the cylinder surface was left over, and this was 
filled by a clump of reeds, which appears on the 
left of tlic fragment of which we reproduce an 
enlargement. 

P 4S 15, E. Douglas van Buren, The Flowing Vase and 
the God with Streams (Berlin, 1933). 

16. Tliis is a hypothesis; Egyptian texts testify 
that the belief in a nightly journey of the sun 
underneath the soil was commonly held, but there 
is no such evidence foi Mesopotamia. Parrot, in 
Studia Mariana, 117 ff , supposes that the god in the 
boat was a chthonic deity, and it is true that he is 


not always shown with rays emerging from his 
shoulders. 

17. Frankfort, Cylinder Seals, 70 ff , 119-20. p. 40 

18. Op. cit., 124-7, to which must be added 
Analecta Orientalia, xxi (Rome, 1940), no. 14. 

CHAPTER 4 

1. The original publications are E. de Sarzee, p 47 
D^couvertes eti Chaldie (Paris, 1884-1912); Gaston 
Cros, Nouvelles Fouilles de Tello (Paris, 1910-14). 

The latest excavator has published liis results to- 
gether with a critical study of those of his prede- 
cessors and a full bibliography: Andr^ Parrot, 

Tello, vingt campagnes de fouilles {i887lig3j) (Paris, 

1948). The texts of Gudea have been translated bv 

F. Thureau-Dangin, Les inscriptions de Sumer et 
d* Akkad (Paris, 1905) (Die Sumerisch-Akkadtscheii 
Konigsinschriften, Leipzig, 1907). Recent discoveries 
suggest that Gudea’s reign overlapped with that 
of Umammu (OrietUalia, N.S. xxiii, Rome 1954, 

6 , n. 3). 

2. ContensLU, Manuel figure 465. It is too badly 
damaged to be illustrated here. 

3. Parrot, Tello, plate xiv(d) shows these initru- p. 48 
ments carved in relief upon tlie drawing-board. 

4. Statue L. 

5. Translated by Professor Tliorkild Jacobsen. p 4g 

6. In Istanbul. See Parrot, Tello, 197, figure 
4 i(c). 

7. Museum Journal xviii (Philadelphia, 1927), 76. 

8. Parrot, Tello, figure 42; de Sarzec, Di^coumtes 
en Chaldee, 231 and plate 24, 3. 

9. Parrot, Tello, figure 42H. 

10. Ibid,, plate xx(a). 

11. E. Douglas van Burenin Iraq, I (1934). 60-89. 

12. Parrot, Tello, plate xxiii (b and c). p. 50 

13. Ibid,, plate xxiii(a). 

74, Ibid., figure 44; £. Douglas van Buren, 
Foundation Figurines and Offerings (Berlin, 193 0 * 

15. See Sidney Smith, The Statue of Idrimi p. si 
(London, 1949)* 92 ff 

16. H. Lenzen, Die Entwieklung der Zikurrat, 47 ff p 

17. The temples and odicr buildings found with- 
in the sacred enclosure at Ur are larger and more 
complex than those from Tell Asmar and Ish- 
chali (sec p. 54), but diry incorporate the units 
for wl^h the simpler buildings have supplied clearer 
examples. For Ur, see Antiquaries' Journal v (1925)* 
347-402; xrv (1934), plate xlix. 

18. When at the end of the reign of Gimiliin's 
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successor the kingdom of Ur disintegrated, this 
temple was secularized and became part of the 
adjoining palace of the ruler of Eshnunna. 

p S3 19. The continuity of the arcliitectural tradition 
of Mesopotamia (which has of^ been doubted) 
appears when one compares the temple we have 
just described with that built later by a Kassite 
king at Ur (Antiquaries* Journal, v (1925), 3 73, figure 
4). Here, too, one passes through a towered en- 
trance into a lobby, and hence into the central 
court. The main cella is on the right, as in the old 
shrines with a bent axis approach; but there is 
another cella straight in front, as at Tell Asmar- 
Eshnunna. It is peculiar that the door has been 
shifted to one side, so that there is no axial arrange- 
ment of the main features. 

P S4 20. Delougaz and Lloyd, Presar^onid Temples of 
the Diyala Region (Chicago, 1942), plates 22 and 23, 
c and d; 186, figure 146; 202, figure 162. 

p. s s 21 . Otlier temples of this period have been found 

at Mari; sec Syria, xix (1938), 21-7; xx (1939), 
4-14; XXI (1940), 1-24. The great palace of Zim- 
rilim at Mari, covering an area of 650 by 200 feet 
(Syria xvn (1936). 14-31; xvm (1937). <55-84; 
XIX (1938), 8-21; XX (1939). 14-22), can best be 
understood as the combination of a scries of 
ardiitectural blocks. The function of some of the 
main rooms, explained by Parrot as shrines, can be 
better understood in terms of royal functions. At 
the far side of the main court is a deep audience 
hall (no. 132), with not only religious but also 
warlike scenes painted behind the throne base. The 
square court 106, like that at Tell Asmar, and later 
at Kliorsabad, is Hanked by a tlirone-room (64) 
and a Great Hall, here probably open to the sky (65), 
withashrine (66) at oneside. See note 46 below. The 
outer wall of tlie palace lacks buttresses and recesses. 

22. For an Akkadian city, sec Frankfort, Iraq 
lixcavationsofthe Oriental Institute, 1932 1 33 (Chicago, 
1934)* i- 4 < 5 . For the end of the third millennium 
Woolley’s report in Antiquaries* Journal, xi (i93^)» 
359 ff. 

23. Op. cit,, plate xliv, i. 

24. Ibid,,phtcsU^,Antiqudries*Journal,yi(i926), 
plates U-E 

V- s <5 25. It is now in the collection of Colonel Nor- 

man Colville. Sec Archiv Jtir Orientforschung, xii, 
128 ff. 

P' 57 26. See Ardiiv Jtlr Orientforschung, ix, 165-71 ; 

Journal of Near Eastern Studies, in (1944), 198-200. 

27. £. Douglas van Buren, Clay Figurines of 
Babylonia and Assyria (New Haven, 1930). The only 
series of dated types is in Frankfort, Lloyd, and 


Jacobsen, The Cimilsin Temple and the Palace of the 
Rulers at Tell Asmar (Chicago, X940), 206-14 and 
figures 108-22. Tlie interpretation of these ob- 
jects has also been discussed there. 

28. Clay lions, two to three feet high, were 
found at Tell Harmal and Khafaje Mound D. 
Bronze lions with inlaid eyes were found at Mari 
in the Dagan temple ( 5 yri<i xix, 1938, plate x). 

They probably stood on the blocks of masonry 
flanking the entrance (op, cit., figure 13 and plate 
ix). 

29. It is not entirely isolated. A statue in Brussels 
(Contenau, Manuel, 798, figure 557), a head from 
Tell Asmar (Frankfort, More Sculpture, plate 73, 
no. 334), and perhaps a head from Mari (Syria, 

XIX (1938), plate viii) belong to this group of 
works, which strike us as archaizing. 

30. They were carried off as booty to Susa, where p. 58 
they were excavated. (Contenau, Manuel, 801-3, 
figures 5SO-61.) 

31. Andrac, Das mederersteheude Assur (Leipzig, 

1938), 88 and plate 44. 

32. A stele in the Louvre depicting a defeat of p. 59 
enemies refers perhaps to a victory of Hammurabi, 

but this is not certain. It is an undistinguished w^ork 
(Contenau, Manuel, 837, figure 506). 

33. L. W. King, A History of Babylon, 96. 

34. Sec H. A. Grocnewegen-Frankfort, Arrest and 
Movement, 168 ff. 

35. Oxford Editions of Cuneiform Texts, i, 23. 

36. James B. Pritchard (Editor), Ancient Near 
Eastern Texts relating to the Old Testament (Prince- 
ton, 1950), 164. 

37. This figure has a companion pic. c whicli p. 60 
served, perhaps, as a stand upon wliich offerings 
were placed. Three ibexes, reared up and with their 
horns interlocked, arc placed on a base fitted, again, 
with a small cup or basin, whidi is here supported 

by two goddesses. The faces of the goats are ren- 
dered in gold foil (Encyclop^die photographique 
Part, 1, 261). 

38. Frankfort, More Sculpture, plates 79-81. 

39. Frankfort, Cylinder Seals, plate xxvi(k). 

40. Encyclopedie photographique dc Part, i, 248-9. 

41. Syria, xvm (i 937 ). plate xxxviii (2), and 352, p. 61 
figure 14- 

42. Andrac, Coloured Ceramics from Assur, plate 8. 

43. Syria, xvm (1937), plate xli (2), 

44. It has been studied, and ingeniously inter- 
preted, by Maric-Thdiisc Barrclct, in Studia 
Mariana (Leiden, 1950), 9 - 35 - 

45. An alternative source would be scarabs from 
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Egypt, where scarabs of the Middle Kingdom show 
splendid spiral designs which were ultimately 
derived from Crete. 

p. 6i 46. Room 46, and Court 31 ; Syria, xvin (1937), 
326. 

47. Op, cit., 328 ff. The analogies with Tell Asmar 
and Khorsabad prove that tliis was the king's 
throne room, and that the base was not intended to 
carry a god's statue, as Parrot thinks (Syria, xvni 
(1937). 70). Moreover, the room lacks ihe seclusion 
of a sanctuary, and the base has two sets of steps 
leading up to it at either end, an arrangement 
common to Assyrian (and Egyptian) throne bases, 
but not known in temples. The symmetrical 
arrangement of the steps served not only the pur- 
pose of mounting the d^s, but also the grouping of 
dignitaries in a seemly manner around the throne 
during audiences and other functions. The fact that 
the statue of plate 62 was found liere is irrelevant; 
the palace was sacked and its contents scattered 
through the ruins. The statue represents, moreover, 
a minor goddess. 

48. There arc a few exceptions: the seal of 
Ilishuilia ofEshnunna shows the theme of the stele of 
Naramsin (Frankfort, Lloyd, and Jacobsen, Tifie 
CimiUin Temple and the Palace of the Rulers at Tell 
Asmar (Chicago, 1940), 215, figure 100). 

CHAPTER 5 

p. 62 I. Sidney Smith, Alalakh and Chrotioh^y, 21-5. 

p. 6j 2. Iraq, Supplement, 1944; Supplement, 1945; 
and vm, 1946, 73-93* 

3. See above, page 2T. 

4. Syria, xx (1939), plate i. 

5. Erster vorL Bericht ... Uruk^Warka (Abh. 
Preuss. Akad. dcr Wiss. (1929), Phil.-Hist. KJ. no. 
7. 3C>-8. 

p. 64 6. But Kurigalzu's temple at Ur conforms, but 

for one detail, the placing of the door of the cella, 
to the plan usual in southern Mesopotamia since the 
Third Dynasty of Ur. See p. 53, and n, 19 (p. 241). 

7. W. J. Hinke, A new Boundary Stone of Nebu- 
chadnezzar I (Philadelphia, 1907). 

CHAPTER 6 

p. 6s I. This is called the Old Assyrian Period, in 
contrast with the phase now under discussion, the 
Middle Assyrian Period. 

2. See above. 

p. 66 3. Sidney Smith, Early History of Assyria (Lon- 

don, 2928), T22 E 


4. Frankfort, Cylinder Seals, plate iii(a). 

5. Andrae, Coloured Ceramics from Assur, plate 8, 

6. Frankfort, Cylinder Seals, 208 ff., 275-8. 

7. Andrae, Das wiedcrerstehende Assur, plate 51A. p. 67 

8 . Andrae, Coloured Ceramics from Assur, plates 
6-8. 

9. The glazed ortliostats and brick panels were 
also found here. 

10. In a forthcoming book Dr Helene J. Kantor 
will present a thorough study of the history of plant 
ornaments in the Ancient Near East. 

11. See Annual of the British School of ArchaeoU\^y 
at Athetts, xxxvu (1936-7), 106-22. 

12. Sidney Smith, Early History of Assyria, 123. p. 68 

13. E. Porada, The Collection of the Pierpont 
Morgan Library (Corpus of Ancient Near Eastern 
Seals in North American CoUections, vol. i), no. 

956. 

14. The Ziggurat at Kliombad, with its winding p. (n) 
ramp, caimot be considered typical, since it stood 
within the precincts of the palace (Figure 32). 

15. Syria, xx (1937). plate i. p. 

16. It is of secondary importance that the outer 
entrance on the west is not in the central axis of 
court and cclla. The shifting of entrance out of the 
central axis served as a safety measure in many 
buildings of this and other periods; it presented an 
obstacle to surprise attacks which otherwise might 
penetrate to the heart of a building in the rush of the 
first onslaught. 

17. The evidence comes from the Assur temple of 
the city of Assur which was built by Shamsi-Adad I, 
the contemporary of Hammurabi (see W. Andrae, 

Das wiedererstehende Assur, 85, figure 40 * where the 
foundations of the two entrances and the stairs 
leading to them arc preserved. 

18. An interesting feature of the Temple of Assur 
at Kar Tukulti-Ninurta is die great haU to wliich the 
northern entrance gives access. It has niches at 
cither end. Subsidiary deities were wonhipped 
here, and it is possible tliat the great Marduk of 
Babylon was one of them. Tukulti-Ninurta I con- 
quered Babylon and demolished its fortifications in 
the course of a conflict with its Kassitc ruler. This 
meant that Marduk had withdrawn hb protection 
from the city. Hb statue was taken to Assyria, 
which could be supposed to profit from such power 
as was left to it; but it was placed in the temple of 
the sutc-god Assur. 

19. See W. Andrae, Der Anu-Adad Tempel p. 7 * 
(W.V.D.O.G. No. 10). The reconstruction pub- 
Ibhed in that volume has since been discarded by 
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Andrae in favour of that which is shown in figure 

28. 

20. Anton Moortgat, Vorderasiatische RoUsie^el 
(Berlin, i94o)» nos. 591 and 592. 

p. 72 21. Delaporte, Catalogue des.Cylindres Orientaux, 

Bibhoth6que Nadonalc (Paris, 1910), no. 307. 

22. Moortgat, op, cit., no. 586. 

23. Zeitschrift jur Assyriologie (N.F. xiv), 36 ff., 
figures 35-8. 

24. Op. cit., 43, Abb. 46, and Moortgat, Vorder- 
asiatische Rollstegel nos. 591 and 592. 

CHAPTER 7 

p. 73 I. Victor Place, Ninhe et FAssyrie, avee dcs essais 
de restauration par F^lix Thomas (Paris, 1867-70). His 
work continued that begun more haphazardly by 
Botta; P. £. Botta ct E. Flandin, Monuments de 
Ninhe (Paris, 1849-50). Gordon Loud, Khorsabad^ 
I (Cliicago, 1936). 

P 76 2. Gordon Loud, Khorsahadt n, ii and plate 86; 

Revue d' Assyriologie, xxxin (1936), 153-60. 

P 77 3. K. Bittcl and R. Naumann, Bogazkoy, n (Ber- 

lin, 1938), plate 25B. 

4. lincyclopMk photographitjue de Fart, n, 2-3. 

P 78 5. This plan was published by Place and Thomas 

(see note 1 above) with the irregularities straight- 
ened out; in figure 34 the parts re-examined by the 
Iraq expedition of the Oriental Institute have been 
marked in black. 

6. Frankfort, Kingship and the Gods (Chicago, 
1948), 252-61. 

p. 7v 7- These have been carefully studied by W. 
Andrae, Coloured Ceramics from Assur (London, 
1925), Chapter 6 : Enamelled knob-plates and knobs. 

r 80 8. Loud. Khorsabad, ii, plates 49-50, 

9* Our illustration renders a base found in the 
palace of Sennacherib at Nineveh; tlie bases from 
Palace F are figured by Loud, Khorsabad, n, plate 48. 
The north Syrian examples are published in Von 
Luschan, Attsgrabungen in Sendschirli, 93, 142, and 
198. 

10. D. Luckenbill, Ancient Records of Assyria and 
Babylonia, n, para. 84. 

11. The use of figured column bases in Assyria is 
known, not only from texts like that we have just 
quoted, but also from a model for such a base; it 
shows a human-headed cow with wings supporting 
a base of the ornamental Syrian type used also at 
Khorsabad. The model was found at Nineveh 
(Hall, Babylonian and Assyrian Sculpture in the 
British Museum, plate Iviii). 


12. On the bit hilani, see chapter ii, below. 

13. C. J. Gadd, Stones of Assyria (London, 1936), 
Appendix, 3, figure i, S. 

14. Thureau-Dangiii et al, Arslan Tash (Paris, 

193 1 )» 4i and plate v, 2; and on Plan: no. i (por- 
tico) and no. 2 (passage). For a fuller discussion see 
Iraq, xiv, 1952, 120-31. 

15. Gadd, Stones of Assyria, figure opposite page p. 81 
30; Andrae, Das tviedererstehende Assur, plate 4. 

16. E. Unger, Der Obelisk des Konigs Assumasirpal p. 84 
/ aus Nineveh (Mittcilungcn dcr Altorientolischcn 
Gescllschaft vi, Leipzig, 193a). Landsberger 
{Sa*mal (Ankara, 1948), 24) dates the obelisk to the 
nintli century, wliile Unger assit^ns it to tlie clcventli 
century b.c. We follow Landsberger. 

17. F. Matz, rriihkretkche Siegel (Berlin, 1928), p. 85 
89-94. 

18. H. Layard, Monuments of Nineveh, n (London, 

1853), plates 53 and 54, shows fragments of bricks 
or paticls of polychrome glazed ware with h.ittlc 
scenes, which were found in the lioutli-east corner of 
the enclosure of Nimrud. 

19. It is true that the mural paintings of earlier 
palaces may Iiavc included circmiistantial battle 
scenes; a few small fragments from Mari, showing 
wounded soldiers, suggest this. But thcjc is no 
reason to suppose that these !iad been more than 
isolated scenes such as we find on the stele of 
Eanuatum or Sargon of Akkad. The *^ado of ortho- 
stats, on the otiier hand, offered ver)^ different possi- 
bilities, and in the palace of Assumasirpal II at Nim- 
rud (883-59 B.c.) they have become the vehicle of a 
true pictorial chronicle (Plates 84-9). 

20. E, A. Wallis Budge, Assyrian Saupture in the p. 87 
British Muicum (London, 1914), plate xvi, i. 

21. Op. cit., plates xxi, xxii. 

22. Op. cit., plates xvi, 2. 

23. Op. cit., plate xvii, i. 

24.lt has been rightly pointed out (H. A. 
Grocnewegen-Frankfort, Arrest and Movement, 173) 
witli how "fine an understanding the reaction of the 
horses to various conditions is rendered by Assyrian 
artists. 

25. Wallis Budge, op. cit., plate xlii. 

26. H. R. Hall, Ancient History oj the Near East, 
plate xxv, I. 

27. Wallis Budge, op. cit., plate xix. 

28. Op. cit., plate xi. p. 88 

29. Frankfort. Kingship and the Gods, 259. 

30. Tliis relief has been frequently misinterpreted p. 89 
as tlie battle between Marduk and Tiamat. 
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p. 89 31. L. W. King, Bronze Reliefs from the Gates of 

Shalmaneser (London, 1915). 

p. 90 32. L. W. King, op. cit., 23. 

33.Op.nL, 31 . 

p. 92 34. H. A. Groenewegen-Frankfort, Arrest and 

Movement, 175. The question must be considered as 
part of the interpretation of the Assyrian manner of 
rendering space which appean in an entirely new 
light, op. cit., 174-81. 

35. F. Thureau-Dangin and others. Til Barsip, 45. 

36. Layard, Monuments of Nineveh, i (London, 
1853), plates 86-7. Another design, discovered at 
Nimrud, is reproduced in Iraq, xn (1950), plate 

XXX. 

37. The dotted surface in figure 37 represents the 
portion of the painted plaster which was actually 
recovered in the excavation. 

p. 93 38. Illustrated London News (28 July 1951), 134, 

figure 2 (Assumasirpal n). 

39. Loud, Khorsahad, i, 60, figure 72. 

p. 94 40. Groenewegen-Frankfort, loc. cit. 

41. Fulanain, The Marsh Arab, Haj Rikkan (Lon- 
don, 1928), 21. 

p. 95 42. Gadd, Stones of Assyria (London, 1936), plate 

13. 

43. Op. cit., plate 10. 

p. 96 44. Plates showing on one sheet of reproduction 

the several orthostats which belong together have 
been published by A. Paterson, Assyrian Sculpture 
in the Palace of Sinacherih (The Hague, 1915). 

45. Groenewegen-Frankfort, Arrest and Move- 
went, 179. 

p. 97 46. Line drawings have been published by Perrot 

et Cliipiez, Histoire de Vart dans I'antiquiti, n, 143, 
and Meissner, Babylonkn und Assyrien, i, 202. 

47. Loud, Khorsabad, n, plates 32B and 48, nos. 

15-17. 

48. Thorkild Jacobsen and Seton Lloyd, Senna- 
cherib*s Aqueduct at Jerwan (Chicago, 1935). 

p. 98 49. This term refers to a scene viewed from a 

liigh point, from horseback, for instance. 

p. 99 50. Groenewegen-Frankfort, op. cit., 180. 

51. The report of such encounters fought within 
living memory derives from Sir Leonard Woolley’s 
Arab foreman liamudi; but I do not remember 
which of the two told me about them. Julian Huxley 
reported the story and commented upon it in The 
Observer, 18 June 1950. On an Assyrian ivory relief 
found in Persia, the hunter offers a small shield-like 
object to the lion’s maw. A. Godard, Le Trisor de 
Ziwiyeh, 93, figure 81. But on royal seals the ver- 


sion of plate 109 is used from the time of Shal- 
maneser III onwards (Iraq, xv (1953), 167 ff) and 
the theme survives in Achaemenian art. 

52. Andrae, Das Gotteshaus und die Urformen des p. 101 
Bauens im alten Orient, 12, refers to Streck, Assur- 
banipal, u, 301, n. 11, and the scene as ritual. Bar- 
nett, in Iraq, n, 185, refers to Thureau-Dangin, 

Rituels Accadiens, m, where the king is said to bring 
with liim to the New Year festival of Ishtar of 
Arbela three captive kings and the head of Teum- 
man of Elam, which appears in the tree of plate 1 14. 

But there is no evidence that die scene has a religious 
significance, although it includes one feature not 
easily explained: a hand holding a long stick appears 
to emerge from the palm-tree on the right. Andrae 
sees in it an act of the numcn embodied in the tree. 

53. Professor Mallowan has recently discovered 
similar engraved ivories of purely Assyrian style at 
Nimrud (Illustrated London News, 22 Aug. 1953, 

297, figures 5-7). 

54. Gordon Loud, The Megiddo Ivories, fronds- p. 102 
piece and plates 1-3. 

55. They have been published and studied by 
R. D. Barnett in Iraq, xn (1950), 1-43, plates i-xxii. 

The impression that Urartian metal-work has no 
character of its own is confirmed by the important 
discoveries of an Urartian fortress at Karmir Blur, 
near Erivan. For a full summary, see Iraq, xiv 
(1952), 132-47. Both in themes and in style the 
objects found are provincial Assyrian. Only the 
pottery is cliaracteristic. 

$ 6 . Journal of Near Eastern Studies, v (1946), 155, 
and pkte ii. 

57. In the shape of a gazelle (Berlin); in the shape 
of a lion (British Museum and Louvre), Contenau, 
Manuel, 1304, figure 824. Illustrated London News 
(22 Aug. 1953). 298, figure 17. 

58. Gordon Loud, Khorsabad, n, plates 49-50. 

59. See Ludwig Curtius in Munchener JahrbUcher p. 103 
der hildenden Kunst, vm (1913). 1 ff* The object is in 

the Museum at Erlangen. At the top tiiere are 
remnants of what was probably a flat saucer, as on a 
candlestick; and a similar object, with the saucer 
complete, was found at Van. Sec C. F. Lehmann- 
Haupt, Armenien einst und jetzt, n, 2 (Berlin, 1931)* 

483 and 523. Lehmann-Haupt calls these candelabra 
Vannic, but the dependence of the Urartian metal- 
industry on that of Assyria is so far-reaching that his 
decision seems impossible to me, and the reasons he 
gives are certainly not convincing. 

60. The legs of the candelabra mentioned in the 
preceding note consist each of a bull's leg protrud- 
ing from a lion’s maw. Op. cit., 523. 
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6i. The object is in the Department of Oriental 
and Classical Antiquities in the National Museum 
at Copenhagen. 

p. 104 62. £. Wallis Budge, Assyrian Sculpture in the 

British Museum, reign of Assurttasirpal II, plates 
xlix-lii. 

63. Andrae, Coloured Ceramics of Assur, plates 
20-8. 

CHAPTER 8 

P 107 I. See R. Koldewey, Babylon {Das wiedetrr- 
stehende Babylon, 1925), and Die Tempcl von 
Babylon utid Borsippa (Leipzig, 1911). Antiquaries* 
Journal, X, plate xxxv; xi, 374 ff. Ch. Watelin, 
Excavations at Kish, ill (Paris, 1930). 

P 108 2. The latest reconstruction is given by Andrae, 

Die lonische Saule (Berlin, 1933), place vii. In colour, 
Koldewey, Das wiederersteJmde ^bylon, Abb. 64. 

3. See O. E. Ravn, Herodotus* Description of 
Babylon (Copenhagen, 1932). 

4. A. Parrot, Ziggurats et Tour de Babel (Paris, 
I949)> gives a survey of aU the temple towers and of 
the various solutions of that of Babylon. 

CHAPTER 9 

pin I . I have discussed this contact in American Journal 

of Semitic Languages, Lvni (1941), 329-58, and in the 
Appendix of the Birth of Civilization in the Near 
East (London and Bloomington, 1951). 

p 112 2. Carl W. Blegcn et al Troy, 1 (Princeton, 1950), 

figure 190; Anwrican Journal of Archaeology, XLi 
(r937). plate xx. 

3. Blegcn, op. cit., for Hissarlik; Antmls of 
Archaeology and Anthropology (Liverpool), xxvi, 
38 If. and plates xl and xli for Mersin in Cilicia. 

4. Winifred Lamb, The Excavations of Thermi in 
Lesbos (Cambridge, 1936). 

5. A. J. B. Wacc and M. S. Thompson, Prehis- 
toric Thessaly (Cambridge, 1912), 79-Hi. 

P- n j 6. They are classified according to their forms by 
Dr Hamit Zubayr Kosay in Annual of the British 
School of Archaeology at Athens (1937), 160-6. 

P ”4 7 * The skeletons were not well enough pre- 

served to allow the sex to be determined, but it has 
not unreasonably been assumed that where mirrors 
were found in a tomb the occupant was a woman. 

8. Figures found more recendy show bands of 
silver ^ong haunches or shoulders, or a body 
spangled ^th pellets of red copper or silver. For 
some of these see H. Z. Kosay, Les Fouilles d*Ala(a 
HdyUk (Ankara, 1951), plates 129 and 162. 


9. Pharmakovsky in Transactions (Otchet) of the p. 115 
Russian Imperial Archaeological Commission, 1897. 

10. The various interpretations of the vase- 
design arc conveniently summarized by Franz 
Hancar, Urgeschichte Kaukasiens (Vienna, 1937), 
292-310; a number of those, e.g. by zoologists, are 
fanciful because tliey show unfamiliarity with rhe 
procedure of primitive draughtsmen and interpret 
die details too literally. 

11. Woolley, V., Ur Excavations II. The Royal p. 116 
Cemetery, plates 166 and 167. 

12. The stag occurs as attribute or mount of gods 
on a small steahte relief from Yenikeuy (Rcmzi O. 

Arik, Les Fouilles d*Alaga Huyuk, 1937, 26, figure 
36; Contenau, Manuel, iv, figure 1238), on a relief 
from Malatya (Delaporte, Malatya, plate xxii). The 
stag occurs on Hittitc rehefs at Ala^a Hiiyiik itself, 
as we shall sec, in a context which leaves it uncer- 
tain whether diey arc mere game. And a silver 
rhyton in the shape of a sug was found in a shaft 
grave at Mycenae, and is righdy viewed as an 
importation from Asia Minor (Georg Karo, Die 
Schachtgrdber von Mykenai (Munchen, i 93 t>- 3 )» 94 )* 

See also S. Przeworski: *Lc Cultc du cerf cn Ana- 
tolic* in Syria, xxi (1940). 61-70). At Yasihkaya the 
name of the god no. 32 is written with a stag’s ander. 

13. .Sec Sedat Alp, in Jahrbuch fur Klemastatische 
Forschung, i, 1950, 125 IF.; Gclh, idem, n (1951 )» 

23 If.; Bittel, in Historia, i (1950), 267 If. 

14. Sec above, pp. 29 and 37. p. 117 

15. Frankfort, Cylinder Seals, 208. There is a 
difference even here: the wings of die disk are 
straight in Syria, but the Hittites render them with 
curlcd-up tips. 

16. H. H. von dcr Osten et ai. The Alislutr p. 118 
Huyuk, Season 1^30-32, n, 32, figure 30. 

17. C. F. A. Schaeffer, Stratigraphie Comparde, 
plate ix. 

18. A. Goetze, Kleinasien (Iwan von Mullrr- 
Waltcr Otto, Handbuch der AltertHmswtssenschaJ],m, 

I. 3). 155 - 

19. K. Bittel, Bogazkdy, Die KleinJunde der p. lai 
Crabungen, 1906-12 (Leipzig, 1937). plate 8 . 

20. In Mitteilungen der Deutschen Orient-Gesell- 
schaft, no. 76 (April 1938), 21, fragments of a lion 
arc mentioned. It remains to be seen whether or not 
these belong to guardians of a gate. 

21. See B. Landsberger, Sam*al (Ankara, 1948). p. saa 
113, n. 269. 

22. Kurt Brittel, Die Ruinen von Beghazkoy, 
figure 6. Bogazkdy, Die KleinJunde der Grahungen, 
1906-12 (Leipzig, 1937). plates 4-6. 
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NOTES 


p. 123 23. See £. Akurgal, Spdthethitische Bildkunst, 42, 

figures 27-9. 

24. This fashion is also followed in the only 
female sphinx known in Egypt, namely the one 
representing Queen Hatshepsut (1511-1479 b.c.). 

25. See John A. Wilson in American Journal of 
Semitic Lan^ages, Lvni (1941), 225-36. 

26. Notice how much less disturbing the same 
juxtaposition is in plate 97, for instance. 

p. 124 27. Another bronze figure, said to be found at 

Boghazkcuy, is of an earlier age: O. Weber, Die 
Kunst der Hethiter (Orbis Pictus 9), plate i ; K. Bittel, 
Bogazkoyt Kleiufuiide der Grahungettf 1906-12, plate i, 
1 and page 4. It is a peripheral work of Mesopo- 
tamian appearance, hardly a Hittite work. It shows 
a bearded man with short hair and a Mesopotamian 
shawl tied round tlie waist and fiung over tlie left 
shoulder. The eyes were inlaid. It is probably dated 
correctly by Moortgat and Bittel to about 2000 
B.C., or a little later. One would be inclined to 
connect it with the Mesopotamian trading colonics 
in Cappadocia. It shares, however, with the later 
Syrian figures (Plate 44) tlie primitive modeUitig 
of the body as a flat strip of metal, bent forward 
below the waist, and downward at the knees. It is 
die dress, coiflurc, and beard wldch induce me to 
assign to it an earlier date, since they would be 
inexplicable after the middle of the sa'ond millen- 
nium B.c. An ivory figurine of a naked woman, of 
unknown provcn.incc, has been called Anatolian 
(E. D. Barnett, in British Museum Quarterly, x, 
1936, 121-3, plate xxxiv). This is possible, but 
cannot be proved, much less its affinities to Hittite 
art. Influence of archaic Greek sculpture on this 
piece is not entirely excluded. 

28. Published in full in IVissenscliaftliche Veroffent- 
lichwigen der Dcuischen Orientgesellschaft, no. 61. 
Sec also K. Bittel, Die Felsbilder von Yasilikaya 
(Bamberg, 1934). and John Garstang, The Hittite 
Empire (London, 1929). In Boghazkdy (Berlin, 
1935)1 4^51* Bittel argues diat the sanctuary must 
be dated between 1450 and 1230 b.c., and probably 
between 1350 and 1230 B.c. E. Laroche, in Journal 
of Cuneiform Studies, vi (1951), 121 if., suggests that 
die reliefs in the main gallery must date from the 
reign of Tudhaliyas IV, about 1250 b.c. 

29. In figure 51 the building to the south-east, 
which suggests direct access to the small gallery, 
must be disregarded. It seems of a different date 
from die other structures, and its character is not 
clear. Nowadays access to the small gallery at 
this point is blocked by fallen rocb, and it seems 
likely that in antiquity, too, it could only be 
entered from the main gallery. 


30. This is the lisual interpretation. Giiterbock p. 125 
maintains, however, that the figure represents the 
sun-god ('Siegel aus Bogazkdy n', Beiheft 7, 

Archiv ftir Oricntforschung (Berlin, 1942), 24, n. loi 

and p. 53), £. Laroche holds the same view (op. eit., 

117 and 119). The arguments are impressive, but 
dicy leave unexplained that the alleged god, alone 
among all the divine figures, should be indistinguish- 
able in dress and attributes from a Hittite king. 

31. That diis was, in fact, the proper explanation p. iin 
of the relief was first seen by G. R. Levy, who, in 

The Sword from the Rock (London, 1952), gives a 
full discussion of Hittite religion. While I am more 
doubtful than the author about the relevance of 
Mesopotamian conceptions and usages to Hittite 
religion, I found that the book throws much light 
on Yasilikaya. 

32. E. dc Sarzee, Dccouvcrtcs en Chaldee, plate 61 
bis, no. 3 . 

33. A. Goetze, Kleiuasien, in Iwan von Muller- p. 1:7 
W. Otto, ILmdbuch der Altcrtumswissenschaft, iii, 

I. 3 - 

34. E. Laroche, in Journal of Cuneiform Studies, 

VI (1951), 115-23, regards the assembly of gods in 
the main gallery of Yasilikaya as a representation 
of the Hittite pantheon as established by Tudhaliyas 
IV, after a great number of Hurrian deities had been 
introduced under the influence of his mother 
Puduhepa, a daughter of a priest from Kizzuwadna, 
a region to the south-east of Cappadocia. Giiter- 
bocic, Siegel aus Bogazkdy, i, 99 ff-. kas pointed out 
that Hurrian gods had been introduced into the 
imperial pantheon (or native gods had been 
identified with Hurrian gods) under Muwatalli, 
late in the fourteenth century. 

35. This is the view of G. R. Levy, expressed in 
The Sword from the Rock. 

36. K. Bittel, in Archiv fir Oricntforschung, xiii 
(1940), 181-93. 

37. Antiquaries' Journal, xxx (1950)1 pl^t® 

38. In the older literature iis site appears as 
Euyuk. 

39. Frankfort, Cylinder Seals, plate xxv (f). 

40. The relief at Ala^a HiiyUk would not by p 128 
itself Justify the interpretation of the object as a 
mirror, since it is broken at the top and the re- 
mainder resembles a champagne glass with spread- 
ing foot. But actual mirrors found in the tombs at 
Ala^a Hiiyiik have handles which widen towards 

the base. The goddess with the mirror is Kupapa. 

41. H. G. Gutcrbock. Siegel aus Bogazkdy, u 
{1942), so ff*. Ibid., no.. 220 shows a kneeling 
hunter shooting arrows at game; Giiterbock com- 
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pares diis rightly with the Ala^a Hiiyiik reliefs (p. 

jo). 

42. £. Akurgal, SpMtbethitische Bildkumt, plate 
B, 2; cf. ibid., Egures 27-9. 

43. Akurgal, op. cit., plate a; 2. 

44. It is relevant to recall here the huge basalt 
figure of a lion standing over a man which was 
found at Babylon (Koldcwcy, Das wicdctcrstclietidc 
Babylon, 159, £gurc 101). Although it is unQuished, 
the material and the subject seem to point to a non- 
Mesopotamian origin. It was possibly a trophy 
brought down on a Euphrates raft from north 
Syria. 

45. Giiterbock, loc. cit.; Moortgat tliinks that 
tlicsc tlicmcs arc due to Hurrian, i.c. north Syrian 
influence {Zeitschrift fur Assyrioh^ic, N.F. xiv 
(1949). 158). There are Mitannian or Hurrian 
traits ill liittitc religion and Human texts have been 
found at Boghazkeuy. But there is no proof at all 
of the existence of ‘Hurrian* sculpture in stone, or 
of monumental art of any description which could 
be labelled Hurrian or Mitannian. The problem 
has been carefully considered by K. Bittel (‘Nur 
hcthimchc oder auch hurritisthc Kunst?*, in 
Zeitschrift fur Assyriolojfic, N.F. xv (1950), 256-90). 
In view of the occurrence of allegedly ‘Hurrian* 
tliemes in Hittitc seals, there is no need to invoke a 
foreign origin. In tliis controversy it has been over- 
looked that the continuity of Mesopotamian 
civilization vitiates the alternative ‘Hittitc or 
Hurrian* from the start, since both derive much of 
tlicir repertory from one and the same source. This 
is, for instance, clear in the case of the monsters at 
Yasilikaya (Figure 53), wliichluvc a Mesopotamian 
ancestry going back to Akkadian times and may 
have reached nortli Syria and Anatolia indepen- 
dently at any time between 2300 and 1300 b.c. 
Exactly the same is true of tlic bull-man, the god 
emerging from the mountain, and so on. In 
some cases independent origin of motifs can be 
proved. Bittel has pointed out tliat the wings of 
the winged disk have tumed-up tips in Hittitc art, 
while tliey are straight on north Syrian monu- 
ments {op. cit., 264 E, 267). 

46. Giiterbock, loc. cit. 

129 47. See below chap. 10. Ekrcm Akurgal has 

systematically studied these sculptures {Rmar^es 
Stylistiques sut ks reliefs de Malatya, Istonbul, 1946), 
and has established their close affinity to imperial 
Hittite art. But even he docs not dare to draw the 
conclusion that they belong to the second millen- 
nium, as his own evidence suggests to me. This is 
due to his overrating the continuity between Hittitc 


art and the sculptures of the nindi-scvcnth century 
B.C., wliich we have labelled north Syrian (Akur- 
gal, Spdthcthitische BiUkunst, Ankara, 1949; on 
Malatya. especially pp. 140 ff.). His argument that 
the lions cannot belong to the imperial period 
{ibid., 72, n. 201a) is not convincing; his figures 
25-48 show that the lions arc certainly not closer to 
those of the first than those of the second millen- 
nium. They share, moreover, with the god at the 
Royal Gate of Boghazkeuy the most peculiar 
device of hair rendering by a network of single 
linear spirals. It is of some importance that we now 
know hoiis made in die thirteenth century b.c. as 
.squarely sliapcd, and as crudely modelled as those 
of north Syrian art. They conic, on the one hand, 
from the southern periphery of the Hittite domains, 
from Alalakh (Plate 151, c and d) and, on the other, 
from Byblos (Figures 76 and 77). 

The date of the lion gate of Malatya is, in any 
case, not a mere matter of chronology. The point 
at issue IS tins: could the city preserve intact a 
detailed iconographical tradition throughout the 
period of the migrations of the Sea-People which 
utterly destroyed the Hittitc empire? The reliefs 
from the lion gate tally in a number of small 
details with those from Yasilikaya; there must have 
been continuity, not merely in beliefs, but m imag- 
ery. On the other hand, Malatya lav on the very 
route which die Kaslii from the Pontic shores and 
the Mushi from central Anatolia im'st have tdten 
when, as an aftermath of die migrations, they 
harassed Assyria. Consccjucndy we should need 
strong proof before we could accept the view diat 
it survived unscathed. 

Dating die Malatya sculptures to the empire docs 
iu>i mean that the lions and the reliefs arc found 
where they were placed originallv; on the con- 
trary, there is strong evidence that they were re- 
used in a building dating to the eighth century b.c. 
(I)claportc, Afrt/dtyfl, plates xiii-xv). It is also true 
tliat the Malatya sculjiturcs differ in several points 
from those of Boghazkeuy and Yasilikaya. but the 
same is true of the reliefs of Ala^a Hiiyuk, as wc 
have seen. Hittitc art did not possess a body of 
tradition and local variations exceeded in scope 
those found in Egypt or Mesopotamia. Even the re- 
use of the royal name Sulumdi - w^hether as a con- 
scious link with the imperial past, or because it 
actually remained in use - docs not imply that a full 
and detailed iconographical tradition linked the 
twelfth and the ciglith century. 

48. His name, Sulumeli, is known in the eighth 
century, and has been taken as proof that the rdiefi 
arc as late, but Landsberger has shown (Sflw*«/, 
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25 note) that this name was used in the second 
millenium b.c. 

p. 129 49* Antiquaries' Journal, xxx (1950), plate vi(a) 

and (b). 

50. Ddzpottc,Malatya, plate xxii, 2. Two gods 
confront a snake. We do not know whether the 
element in which it writhes is fire or water. The 
wavy lines above the snake recur on the Tyzkiewicz 
cylinder (Frankfort, Cylinder Scab, plate xliii(n) and 
(0)), which is certainly Hittite, and there they seem 
to render flames in which the victim is burned. If 
the relief should depict a fire-dragon, the tliree 
figures above could b« compared with figure 29 
(and plate 53), minor deities pouring water to 
quench the monsters' flames. The relief has been 
connected with one of the few known myths of the 
Hiedtes, in which the snake Illuyankas.is killed in 
connexion with a battle between the wcatlicr god 
and the sea (translated by A. Goetze, in Near 
Eastern Texts relating to the Old Testament (Prince- 
ton, 1950), 125 ff.; also Kleinasien, 130 ff.). In tliat 
case the wavy lines may mean water, but the con- 
nexion with the myth is not proved. It is unfortu- 
nate that the stone is broken above die snakes’ 
heads, for if there were seven, it would represent 
a Unk between Greece and Mesopotamia (where it 
is known in the third millennium) in the diffusion 
of the myth of Herakles and lolaus killing the 
Hydra (sec n. 42 (p. 239)). In that case the deities 
above would be pouring out oil to feed the flames 
in wliich the monster perished. 

p. 130 51. Bossert, Altanatolien, nos. 550-64. The Hit- 

tite rock sculptures of western Anatolia are dis- 
cussed by Bittcl in Archw fur Orientforschun^, xm 
(1940), 181-93, and Zeitschrift fiir Assyriologie 
(N.F.), XV (1950), 271. 

52. H. Swoboda, J. Keil, and F. Knoll, Deiilf- 
m&ler aus Lykaonien, Pamphylien und Isaurien (Briinn, 
1935). Also Bosaext, Altanatolien, nos. 565-6. 

53. This reasonable suggestion has been made by 
Guterbock in Halil Edhm Hatira IGtabi (Ankara, 

1947). 63. 

54. It has recendy been described in detail by 
Guterbock, *Alte und neue Hethidsche Dcnk- 
malcr', in Halil Edhem Hatira Kitabi, 59-70. 

55. The monument has been studied by Sedat 
Alp, in Archiv Orientalni, xvm, part 1-2 (Praha, 
1950). 1-8. 

p. 131 5^- Frankfort, Cylinder Seals, plate xlii(k); 

xliv(d), (j), and (1); and figures 84-6 (page 270). 
Another characterisdc Syrian feature is the pose of 
die bull with lowered horn at the bottom of the 
ivory plaque. See Cylinder Seals, plate xlii(h). 


57> Cylinder Seab, plate xliv(n). They also occur 
on an ivory box from Megiddo, where sufficient 
remains to justify the restoration of Loud, The 
Megiddo Ivories, plates 1-3. 

58. This detail was cstoblished by Dr Helene J. 
Kantor in studying the original. Sec Loud, Megiddo 
Ivories, plate 11(g). 

59. Sec below Chapter ii, n. 69. 

60. Guterbock thinks, however, diat it may be 
the Hittite sun-god. See n. 30 above. 

61. Guterbock, Siegel aus B<^azkdy (Bcilicft 5, 7, 
Archiv fiir Oricntforschung (Berlin, 1940, 1942)); 
Frankfort, Cylinder Seals, plate xlui(n) and (o). 

62. See p. 137 below. p w 

CHAPTER 10 

1. Annals of Archaeology and Anthropology, Livei- p r {, 
pool, XXII, 166. 

2. Sec Alexis Mallon, S.J., Robert Kocppcl, S.f, 

Rcn <5 Ncurillc, leleilat Ghassul I (Rome, I934)* 

3. See die preliminary report by Dr Kathleen 
Kenyon in Illustrated London News, 17 October 
I953» 603-4* with plate iv. 

4. The work still awaits publication; a prcHmi- p. m 4 
nary report appeared in American Journal of Archae- 
ology, XU (1937), 13, figure 3 . 1 am obliged to Dr 

R. J. Braidwood, tlic discoverer, and to the 
Director of the Oriental Institute, who liavc kindly 
allowed me to reproduce these sculptures. 

5. Gods carrying a spear occur among certain 
radicr crude figurines cast in copper which seem 
to derive from the Lebanon. They were found 
associated with pins and torques which point to a 
date in the first third of the second millennium 
B.c. Sec Scyrig, in Syria xxx (i 953 ). 24-50. with 
plates ix-xii. 

6. M. E. L. MaUowan, Excavations at Brak atid 
Chagar Bazar, in Iraq, ix (i947)' The heads are dis- 
cussed on pp. 91-3 and illustrated in plates i-ii. 

Our interpretation diffen in some points from that 
of the excavator. 

7. An alternative interpretation would sec in the p. i.h 
projections which I have described as dowels, the 
rendering of a narrow, tall ap such as b worn by a 
bronze figure from Rai Shamra, 1,500 years latw. 

Sec C. F. A. Schaeflfer, Ugaritica I, plates xxxi- 
xxxii. 

8. Iraq, ix, plate ii, 3. 

9. H. Frankfort, Sculpture of the Third Millenniwn, 
plate 580; More Sculpture, plate 28G. 

10. Frankfort, Sculpture, plates 59 and 94 * 





NOTES 


11. At Hama in north Syria a stone head was 
found in early, allegedly chalcolithic, layers. It is 
rather rough and badly preserved. It wears die 
conical cap. The eyes were inlaid and the head 
formed part of a sutue completely carved in stone, 
two features which suggest more advanced stage 
of sculpture than the figures from Brak. Moreover, 
the £gures from Hama (there were four) were al- 
most hfcsizc. See Harold Ingholt, Rapport prclimi- 
tiairc sur sept catnpagnes de fouilles ct Hama (Copen- 
hagen, 1940), 25 and plate vii, 1 . Tlic closest parallels 
to the head published there are found in such Earh 
Dynastic sculptures as I illustrated in Sculpture of 
the Third Millenniutttf plate 30, c and d, but tJic 
Hama scidpturcs were covered widi a coating of 
painted plaster. 

12. Max von Oppcnheiin, Tell Halaf (London 
and New York, 1933). 226-52, plates lxii-L\m. 
Most of the comparisons made and conclusions 
reached arc baseless. 

13. Uncyclopcdie photographujuc dc /’jir, i. 204. 

14. Contenau, Manuel d* Archcologic Orienude, 
673, figures 467-8. 

p. n6 15. A basalt object wliich can be called cither 
* stele or statue was found at Tell Brak. It is 1*45 m. 
high, and the rounded top is made to resemble die 
hair surrounding a face of which nose and eyebrows, 
and drill-holes for eyes, arc indicated. It recalls the 
limestone stele from the first city of Troy (p. 112); 
but crude works made in out-of-dic-way places 
arc not necessarily very ancient. Sec Sytia, xi (193^), 
360-4. 

16. Sec J. A. Wilson, in American Journal of 
Semitic Languages, iviii (1941), 225-36; .S. Smith, 
Alalakh and Chronology (London, 1040). 
p IJ 7 17. Cbntcnau, Manuel d*Arch^ologie Orientate, 
221)6, figure 1304. Schaeffer, Ugaritica, 11, plate xxii. 

18. Pierre Montet, Byblos et figypte (Paris. 
1928). Objects which have probably the same 
provenance in Bulletin du Musde de Beyrouth, 1 (Paris, 
I 937 )» 7-2I1 plates i-iv. 

19. F. W. von Bissing, Bin Thelmischcr Crahfund 
aus dem Anfattg dcs Ncuen Reichs. 

20. G. Karo, Die SchachtgrSber von Mykenac, 
plates xci-xciv and 132-42, where other examples 
found on the Greek mainland are mentioned. Karo 
ignored the fact diat the niello technique was known 
much earlier in Syria. Sec Hdcne J. Kantor, The 
Aegean and the Orient in the Second Millennium B.C., 
65 ff. 

21. Kantor, op, cit„ 18-21. 

22. Kantor, op. cit., 77 states righdy: *It would be 
oversimplification to assume that the spirals 


apparently introduced into Asia by Middle Minoan 
trade were ancestral to all those used afterwards in 
that area.’ 

33. F. Bisson dc la Roeque, G. Contenau, F. p. 13S 
Chapouthicr, Lc Tresor dc Tod (Institut Fran^ais 
d’archcologie orientale, Documents dc Fouilles, xi, 

Cairo, 1953). 

24. Op. cit., plate xxxi, bottom right. 'J'he Aegean 
features of the hoard have been studied in detail by 
(liapouthicT. 

25. F'uruinark’s refusal, in Opusculu archaeologica, 

VI (Lund, 1050), to acknowledge Aegean influence 
wlicii running spiral patterns occur unless exact 
Aegean parallels arc knov'n, is unwarranted. The 
unending rumiing spiial p.itrcnis differ in essence 
from those used normally in Ancient Near Eastern 
decoration. Moreover tlic) have nothing to do with 
the spectacle spirals which are an obvious cinbcUish- 
niciit to the worker in metal (at Ur, Hissarlik, and 
clscwlierc), or with the isoLted imitations of num- 
mulites or ammonites on prcdynastic Igsptian 
pots. The runniug spiral ap}'( ars, 111 Egypt as well 
as in Asia, for short periods during wliicli inter- 
course with die Aegean is proved to have existed by 
importiUion of potter)' and odicr objects. It is 
perverse to deny that the running spiral decoration, 
which is not universal but has certain well-defined 
areas of popularity in the old and the new worlds, 
made an intcrniittent appcar.Uicc in Western Asia 
and Lg^ pt as a result of conticf w’ltli one of its 
« entres of distribution, namely die area strctcliing 
from the Danube soudiwards to Crete. 

26. H. L. Winlock, The Treasure of Three 
Fgyptian Piincesses (New York, 194^^). pl^ite xxiv. 

27. Ivoiy inlays of a somewhat latei period were 
tound at El-Jisr, in l^cstinc. They also show strong 
Egyptian influence wliilc remaining quite un- 
Egyptian. See Quarterly of the l\partmcnt of An- 
tiquities in Palestine, xii (1946), 3^”42 and plate 14. 

28. On terra-cotta figurines from Byblos, see 
Maurice Dunand, /^ mi 7 /cs dc Byblos (Paris, 1939). 
plates xlvii-li. On a gold-covcrcd bronze figure 
from Ras Shamra, sec C. F. A. Schaeffer, The Cunei- 
form Texts from Ras Shamra Ugatit (Schwcich 
Lectures, 1936), plate 33. 

29. The nearest parallel is die head-dress of the 
Muu-dancers at Egyptian funerals. Sec Journal of 
Fgyptian Archaeology, xi (1925), plate v; E. Brunner 
Traut, Dcr Tanz im alten Agypten (Glttckstadt, 

1928), 43, 53-9; J- Vandicr. in Chronique d*6gypte, 

1944 . 35 flf* 

30. It is quite inadmissible to ‘read* such decora- 
tions ds if they toKl a story, as is done by R. Dus- 
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sand, VArt Phmcien du II Millhaire (Paris, 1949), 
39 ff. 

p. 138 31. Atmales du Service des Antiquitcs, vii (Cairo, 

1906), 115-20. 

p. 139 32. This site, discovered and excavated by Sir 

Leonard Woolley, has become the key to the 
chronology of die second millennium as a result 
of the work of Sidney Smith, Alalakh and Chrono- 
logy (London, 1940). 

p. 140 33. In these rooms a muldtude of tablets and 

further more cosdy objects were found: elephants* 
tusks, inlays on caskets, bronze weapons, alabaster 
vases. Were they stores or offices of the Private 
Purse? 

34. 1 have to thank Sir Leonard Woolley for the 
photographs and for permission to reproduce them. 
The preliminary report appeared in Illustrated 
Loudon News, 25 Oct. 1947, 470 ffi 1 do not endorse 
the description of the head as *Hitdtc*. 

35. Illustrated Loudon News, 25 Oct. 1947, 471, 
figures 3. 4. 

p. 141 36. A. Moortgat, Die hildendc Kuust des alien 

Orieutsuud die Bergvolkcr (Bcrhn, 1932), has attemp- 
ted to assign to various groups of mountaineers dis- 
tinctive themes or styles, but without success. His 
recent attempt to separate nordi Syrian and Hitdte 
themes was equally unsuccessful. See above, n. 45 
(p. 247). 

37. Frankfort, Cylinder Seals, 273-84. 

p. 142 38. Hurrian ware, Atchana ware, Dilla ware. 

39. See Mallowan’s study in Melanges Syrivus 
offerts d M. RheDussaud, ii, 887-94. 

40. Helene J. Kantor, The Aegean and the Orient 
in the Second Millennium B.C., 78. 

p. 143 41- It belongs to level ii, of the thirteenth cen- 

tury B.c. See Sidney Smith, Alalakh and Chronology, 
46. 

42. Antiquaries Journal, xxvm (1948), 5 and 
plate viii(a). Cf. A. W. Persson, New Tombs at 
Dendra near Midca, 105 and 108. 

43. R. F. S. Starr, Nuzi (Cambridge, Mass., 
J937, 1939). 

44. Starr, op. cit., plate no (a). 

p. 144 45. Frankfort, Cylinder Seals, 272, and plate 

xliv(c). 

46. Annals of Archaeology and Attthropology, xix 
(Liverpool, 1932), plate adiii. 

47. Antiquaries* Journal, xix (1939), plates xiii and 
xiv. 

p. 145 4**‘ This sign is often impressed on clay pots in 

Anatolia; five of these are from Boghazkeuy and 


were always found in comicxion widi tablets; 
several come from Kultepc. It is in publishing dicse 
that H. de Genouillac, in Cdramique Cappadocienne, 
proposed to call it ‘signe royal*, a reasonable dcsig- 
nadon, since it is certainly an official mark. It is 
quite gratuitous to describe it as ‘reprdsentant Ic 
soleil et la foudre*, as Scliaeffcr docs, who did not 
recognize its Hitdte connexions when he found it 
on a bronze object (5yrw, xii, 1931 plate xiii(4)). 

Bittcl and Gutcrbock, in Boghazkdy (Berlin, 1935), 

41 ffi, confuse the issue by considering it related to 
the Babylonian sun symbol; for this had a four- 
pointed st.ir with muldplc zigzags between the 
points, and not the peculiar butcher's hook and dots 
of the Hittitc sign. When the Hittites did borrow a 
symbol, such as the 'wmged disk’, there is no sucli 
discrepancy, and the ‘signe royal* is therefore not 
to be derived from the Mesopotamian siui disk 
with its very different design. It also deserves 
notice that die 'royal sign* never occurs in the sim 
of die 'winged disk*, again in contrast with die 
Mesopotamian design. Its absence from the royal 
seahngs indicate that it does not stand for the king, 
but for some part of the macliine of government 
which we cannot identify as yet. 

49. The Mycenaean parallels arc listed by Helene 
J. Kantor, The Aegean and the Orient in the Second 
Millennium, loi. 

50. Antiquaries* Journal, xix, 13. 

51. Sidney Smith, The Statue of Idrimi (London, 

1949). He dates Idrimi to 1414-1385 b.c. Goetze 
(Journal of Cuneiform Studies, iv, 1950), 231, suggests 
the first half of the fiftcendi century b.c. 

52. To be published by the Oriental Institute of 
the University of Chicago. 

53. Antiquaries* Journal, xxvm (1948), plate vii. 

54. Syria, xxviii (1951), 15, figure 17. The most p. i47 
recent excavations have shown diat the palace was 

a very large building mdeed, containing several 
more courts with a pillared portico wliich gives 
access to the rooms beyond. 

55. C. F. A. Schaeffer, Stratigraphie Compar^e, p. M** 
plates iii, vii and ix. Syria xxvm (1951), i ff. The 
extent of these fortifications is not yet known. They 
may belong to an earlier period, i.e. 1650-1450. 

56. Frankfort, Cylinder Seals, plate xliv(c), (d), 

(h), (j) and (1) ; also on the Anatolian cylinder, op. 
cit., plate xliii(n) and (0). 

57. R. F. S. Storr, Nuzi, n, plate loi ; 1, 421-2. 

58. It has been suggested that this figure repre- 
sents a ruler of Ugarit. There is no reason to expect 
a beardless king of the Hittites at this site. And 
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even among the Hittites the shawl was a woniairs 
garment. On another stele (Schaeflfer, The Cimei- 
form Texts of Ras-Shamra~U^arit, plate xxxi) two 
figures arc explicitly related to one another. It 
is a crude piece of carving, lacking not only the 
clarity and surcncss of line of plate 141, but also the 
modicum of plasticity of its hands, knees, and face. 
The figures of tlie odier stele stand out with sharp 
edges before a background roughly cut away, and 
the detail is engraved. Its interest lies in a mixture ot 
derived and native features. The winged disk 
crowns tlie scene, as it does on Egyptian steles, 
but it is Syrian in design. The god*s throne is a 
piece of Egyptian furniture, his crown is Syrian 
and his gesture and dress arc Syrian or Babs Ion- 
ian; tlie standing figure who seems to oHcr the god 
refreshment was supposed by tlie discoverer to 
be tlie king of Ugarit, but his beardless face and 
head-dress suggest an Egyptian, not a Semitic 
king; moreover, the royal serpent seems to be 
fastened to the front of liis crown. If tliis view is 
correct, the staft’ he holds miglit he crowned with 
the ram of Amon, and the whole scene would 
appear as a chauvinistic interpretation of the 
city’s relations witli Egypt, Pharaoh being shown 
douig homage to El, the chief god of Ugant. 

p 59- The hair star on the shoulders of hons is too 
widely distributed in both space and time to be 
relevant here. See Helene J. Kantor’s article in 
Journal of Near Eastern Studies, vi. 

p. i>o Oo. I’he engraved lines arc generally thought to 
represent horns and tlie figurine to render a god. 
But several figures in the round show that the horns 
of die divine crowns were not rendered in tins 
way; they were separately made and stood out 
from the side of the head and curved forward. Sct 
for instance, in a fine figurine from Ras bhamra 
(C. F. A. Schaeffer, The Cuneiform Texts from Ras- 
Shamra-Ujifarit, plate xxxiii). A stone head from 
Hjabbul, now in the Louvre, shows die same en- 
graved lines (Contenau, Manuel, ii, 1016; Moortgat, 
Berilvdiker, plate ix, a proper profile), but here di(‘ 
whole headgear is rendered more clearly. The felt 
cap seems to be pressed to the back and sides of die 
head by a metal diadem which splays out in front 
into four strips hammered flat and curving upwards. 
In this head they arc, however, connected by a 
vertical strip, which our bronze figurine docs not 
show. 

61 . Frankfort, Cylinder Seals, plates xlii(f) and 
xliv(g). 

62. Afiti^tarics* Journal, xix (1939)1 pl^tc xviii, 3. 

6 j. The spectacle spiral is easily produced wheii- 


cven metal wire is used for ornaments; but in 
ancient Egypt and ancient Mesopotamia it is con- 
nected widi the Goddess of Birth -- see Journal of 
Near Eastern Studies, m, 198 ff. 

64. H. J. Kantor, in Journal of Near Eastern Studies, 

VI, 255; cf. Journal of Egyptian Archaeology, xxvii 
(1941), 113 if, csp. plate XX. 

05. For a criticism of Schaeffer’s opposite view- p 151 
point, see Bibliotheca Orientalis, vin (U'ldcn, 1951), 

96 ff 

66. C. F. A. Schaeffer, U^aritica, 11, h-i8, inter- 
prets the decoration of die plate as if it were the 
rendering of an actual adventure of a niler of 
Ugarit. 

67. The rope attached to die dog’s collar is a loop p. 1 $z 
through which die leash was passed. The dogs 
were released by letting the leash slip through the 
loop. 

68. Bruno Meissner, Beitrdtic zur altoricntalischen 
Anhaioh^ie (Leipzig, 1934). 1-14. A. Mointgat, 

Die bildende Kunst des altcn Orients und die Ber\i- 
volkcr (Berlin, 1932), uicrcasr> confusion by the use 
of the tcmi ‘Bildgedankc’, wliich effectively pre- 
vents him ^rom distinguishing the role in a work of 
art of three separate tilings: atuiality, imagination, 
and style. 

69. Tomb of User, N. dc Cans Davies, Five 
Theban Tombs, plate xxii, reign of Thutmosis 1 . 

Tomb of Uscrlict, reign of Amenhotep II. Wresz- 
inski. Atlas ztu Avi^yptischen Kultur^esihichte, 1, 
plate 26A. 

70. Georg Karo, Die SLhacht^rdbei von Myhctiai, 
plate xxiv, no. 240. So also the horses on die 
sword blade, ibid., plate Ixxxvi. 

71. Part of the archives of Akhenaten’s capital has p. 153 
been recovered; it is known as die ‘Tell cl Amania 
letters’, and consists of reports and appeals for help 
from Egypt’s allies and vassals in Asia wliich dis- 
close die ascendancy of die Hitutes and their 
methods of intimidation and indirect aggression. 

72. Sidney Sniidi has coUcctcd the evidence and p. 154 
discussed the die location of die ‘preserves with 
elephants’ on the Euphrates, near Mcskinch, in The 
Statue of Idrimi (London, 1949), 4 ^ ff- Goetze ad- 
vocates (like Gardiner and Albright) a location in 

the Upper Orontes valley, north-west of Hama, in 
Journal of Cuneiform Studies, rv (1950). 230- 

73. J. H. Breasted, Records of Ancient Efiypt, 11. 

233. § 

74. Antiquaries* Journal, xxviii (i 94 »). U- 

75. P. Montet, Byblos et V^^^yptc, 220. These may 
date from the thirteenth century, as do otiicr 
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objects found here, or from a later date (tendi cen- 
tury), when die inscription was cut on the existing 
sarcophagus. 

p. 154 76. See Annual of the British School of Archaeology 

at Athens, xxxvii (1936-37), 106-22. Monuments 
inscribed with the name of the Hyksos ruler Khian 
have been found in Egypt, Crete, and Babylon, and 
such sai ephcmral empire would coincide widi the 
griffin's habitat after die period of die migrations. 
In Egypt it appears once at the end of the Hyksos 
period, on the axe of Queen Aaliliotcp. It reappears, 
in the nineteenth dynasty (thirteenth century B.c.), 
on objects depicted among Syrian tributes in the 
tombs of certain Pharaohs; textiles, sliields, and 
vessels. Sec P. Montet, Les rcliques de Vart Syrien 
dans I'^gyptc du nouvcl Empire (Paris, I937)» Hi-13. 

77. This is the First Syrian Group discussed in 
Frankfort, Cylinder Seals, 252-8, plates xli. The 
dates given there should be corrected by the new 
date of Hammurabi (1792-50 b.c.) and read as 
about 1800-1500 B.c. 

78. Annual of the British School of Archaeology at 
Athens, XXXVII, 121 ff. 

79. Illustrated London News, 22 July 1939, 163, 
figure 16. 

80. Recendy the engraved design of a lion attack- 
ing a griffin has been found with other ivories in 
Delos, Bulletin de Correspondance Helkhtiquc, LXXi-n 
(1947-8), 148-254. 

81. A group of ivory plaques inlaid on the foot- 
board of a bedstead have recently been found at 
Kas Shamra. They resemble the stele of plate 141 
in that the drawing is strongly influenced by Egypt 
while the subjects arc native, and very unusual. A 
bearded king kills a kneeling enemy widihis sWord; 
a horned and winged goddess gives her breasts to 
two mortals; a man carries a small lion, etc. See 
Illustrated London News, 27 March 1954, 489 ff. 

p. iss 82. E.g. Frankfort, Cylinder Seals, plate xliv(b). 
American Journal of Archaeology, u (1947), plate 
xxiii(A) (drawing). 

83. A. S. Murray, A. H. Smith, and H. B. Wal- 
ters, Excavations in Cyprus, plate i. 

84. R. de Langhc, Ijcs Textes de Ras Shamra et 
leurs rapports avec Ic milieu biblique de rAncien Testa- 
went (Paris, 1945), n, 251-354. 

85. Published by C. F. A. Schaeffer in Syria, x 
(1929), 291-3- 

86. There is, possibly, one exception in a badly 
damaged ivory from Mycenae, where Schaeffer and 
Dussaiid, Cazettedes Beaux-Arh, ixxil (1930), 6-7, 
recognuc a front leg of a goat of which the rest has 
disappeared. 


87. The differences between the box lid and p. 15^ 
Aegean works are fully discussed by Helene J. 
Kantor, The Aegean and the Orient in the Second 
Millennium B.C., 87 ff. 

88. See above, p. 145. 

89. See above, p. 131. 

90. Olga TufhcU, Charles H. Inge, and Lan- 
kastcr Harding, Lachish II, The Fosse Temple (Lon- 
don, 1940), plate xviii. 

91 . In addition to the box referred to in the 
preceding note, the finds at Tell ed Duweir (Lach- 
ish) included a tall Hask for perfume, its neck 
carved in the shape of a woman’s head, while the 
body of the Bask was decorated as if it rendered a 
gown. A spoon-shaped lip projecting beyond the 
opening allowed one to collect a few drops of the 
precious contemts at a time by tilting the flask. 

Other finds include ivory masks of statuettes, and 
the usual small accessories or ornaments sliaped like 
ducks’ heads, a gazelle’s head, a cat, and so on ((7^ 
cit., plates xv-xvii). 

92. Such objects figure among the tribute re- 
ceived by Pharaohs of this period : Pierre Montet, 

Les reliijues de Vart Syrien (Paris, 1937), 4* f. 

93. Gordon Loud, Megiddo Ivories, plate 13, no. 

54 - 

94. E. Wallis Budge, Assyrian Sculpture in the 
Btitish Museum, Reign of Assurnasirpal, plate li, 3. 

95. Memoires de ITnstitut Frau^ais d*Archdologie p t-*; 
Orientale, xvi (i 939 )» 229, figure ri8. Anubis ac- 
quired this active pose probably as a protector 
against demons of the nether world; the head rest 

was found in a tomb, and Anubis, and his pendant, 
a lion, hold the knives known from vignettes of the 
Book of the Dead and similar works where Anubis 
and his helpers destroy dangerous spirits. 

96. N. de (raris Davies, The Tomb of Kenamun 
(New York, 1930), plate xviii. 

97. P. Montet, Les reliques de Vart Syrien dans 
rigyptc du Nouvel Empire (Paris, 1937)* * 73 - 4 - 

98. Ibid., no with figure 148. 

99. Ibid,, 45-8; 173 ff. 

TOO. Journal of Egyptian Archaeology, ni (i9*^)» 
plate xi. 

101. Montet. op. cit., 173, figure 200. This is die 
figure from the base of die statue of Hotcmlicb 
and Queen Mutnedjem in Turin. Cf. Journal of 
Egyptian Archaeology, xxxix (mi)* plate l. 

102. Its long thin neck also recalls works from p. 
Tell cl Amarna and a comparison with other 
Palestinian ivories seems to corroborate the date 


we assign to it. See below n. no (p. 253). 



NOTES 


103. Kantor, The Aegean and the Orient^ p. 97. 

104. The photograph of cliis piece (Loud, 
Megiddo Ivories, plate 22), suggests that tlie lowest 
figure might be a goddess wearing a crown as 
shown in Cylinder Seals, platc^xliv, (g), (h), and (j). 

105. Loud, op. cit., plate 9, no. 36. Cf. Frankfort, 
Kingship and the Gods, figure 12. 

]o6. Loud, op. cit., plate 33, no. 161. 

107. Loud, op. cit., no. 162. 

loK. These arc discussed in Joutttal of Lgyptian 
Archaeology, vn, 31 fF. - the closest parallel is the 
. hmdmost scribe supervising Negroes in Bologna : 
Stcindorff, Die Kunst dcr Aegypter (Leipzig, 1928), 
248. 

109. There has been a long coiilrovcrsy about tlic 
origin of these bringers of tribute, die Kcftiii, 
marked, on the whole, by a lack of critical acumen. 
See now Arne Fiirumark’s discussion in Opuscuin 
Archacologica, vi (Lund, 1950), 223-46. 

110. It is interesting to compare tins piece with 
one found in the extreme south of Palestine, At 
Tell Fara (W. M. Flinders Petrie. Deth Pcleth I 
(London, 1930), 19 and plate Iv). It is dau*d by its 
discoverer to die reign of Seti I. It follows Egyptian 
prototypes much more closely than the Megiddo 
ivory. On the box-lid from Tell Fara die 
principal person - one tends to say, the Egypuan 
governor - is attended by an EgypUan-looking 
butler. He sits on an Egyptian camj>-stool; a maid- 
servant fills his cup, and a dancing-girl performs to 
the sound of a double Hutc, played by her com- 
panion. The rest of the box-lid shows a stiff render- 
ing of anodier Egyptian theme, a papyrus marsh. A 
man returns with ducks dangling from a pole, 
.mother carries a calf through a ater-course, a tliird 
catches binls in a net - all purely Egyptian motifs. 
The style, on die other hand, is un-Egyptian. The 
calf, and die beautiful long-horned bulls moving 
through the reeds, arc radier Aegean in diaracter, 
recalling the bulls on the narrow side of the gaming 
board from Enkomi. And a thoroughly uu- 
Egypdan palm-tree closes die scene at cadi end. Its 
fronds arc S-shaped, like those of the Samaria and 
Arslan Tash ivories of a later period. The mixture 
of derivations shows, once again, that we arc dealing 
with a Levantine work, even though it follows 
Egyptian examples in remarkable detail. 

111. Sidney Smith, Alalakh and Chronology, 46, 
n. 1 17, was, I think, the first to argue that die date 
of the sarcophagus was independent of that of the 
inscription and fell widiin the confines of the thir- 
teenth century b.c. as the archaeological evidence 


suggests. The inscription is thought to be of the 
tenth century b.c. 

1 1 2. The very complex problem of the funerary p, 160 
feast depleted in Egypdan tombs has been cluddated 
by Miriam Lichtheim, ‘The Songs of the Harpers* 
(Journal of Near Hastern Studies, iv, 1945). 178-212. 

li}. Journal of Egyptian Archaeology, xi, 159 If- P- 
and plate xvii, where H. R. H. Hall assigns it to 
Syria. 

N4. Mallowaii, in Iraq (1947), 174. 

115. liall, in Journal of Hellenic Studies, xtviii 
(1928), 64-74; Andrae, Die jiingeren hchtartempei 

79. 

1 16. Parrot, in Syria, xvni ( 1937), 83, plates xiv, 

3 and 4; XV, 3. 

1T7. C.F. A. Schaeffer, Ugaritica, i, 9ff., p. 3 - 
and plate x. 

1 iX. Quarterly of the Department of Antiquities oj 
Palestine, iv (1934), plates xxviii-xxix. 

119. Hall, loc. cit.\ Murray, Smith, and alters, 
Lsiavations in Cyprus, 22, plate iii. 

120 Informatipn supplied by Mr R. W. Hut- 
chinsoii. 

121. Sytia, xviii (i937)» P- 

122. C. F. A. Schaeftbr, The Cuneiform Tc\ts of 
Ras Shamra, 50 f. 

123. This point is very clearly brought out by 
C. F. A. Schaeffer in the second chapter of liis 
Ugaritica I, csp. 77 ff, 90 ff. 

i2t. Antiquaries* Journal, xxx (i 95 o)» -"fl- 

CHAPTER TI 

1. This is shown by the texts from Karatepe p. 164 
referring to Mopsos-Moxos. See below. 

2. Asitavandas, the builder of Karatepe in Cilicia p. 165 
in the scvciidi century B.C., clauns descent from 
Mopsos whom Greek tradition connects with 

fall of Troy and widi Cilicia, wliilc Hittite tradition 
connectsliimwith die fall of the Hittite Empire. Sec 
H. T. Bossert, in Revue Hittite ct Asidnique,ix (1949)* 

1-9; Orientalia, xix (i95o)» 122-5. See a good 
summary by M. Mcllink in Bibliotheca Mentalis, 

VII (1950), 148 ff., who also gives a bibliography. 

See also R. D. Barnett in Journal of Hellenic Studies, 
LXXiii, 1953. Uiff- 

3. C. L. Woolley. Carchemish,\i, plate B30a. 

4 . 1 avoid the commonly used teem nco-Hittitc 
because it is misleading through its suggestion of 
continuity with the Hittites. Puchstcin spoke of 
pscudo-Hittite; Pneworski of Syrian: Unger ot 
Aramaean; Mnortgat of Hurrian. Tlic last two 
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terms arc inadmissible, since they refer to ethnic and 
linguistic groups. Sidney Smith, ‘The Greek Trade 
at Al Mina* {Antiquaries* Journal xxu (1942), 
Sy-i 12}, suggests that the dominance of Urartu over 
north Syria from about 780-750 b.c. brought the 
non-Semitic-speaking elements, Hitdtcs and Hur- 
rians, to the fore. Tliis may be so, but the new 
sculpture started, at Tell Halaf and Zin^irU, in the 
ninth century, and there is little reason to call it 
' Hunian, even though motifs used in Mitamii (and 
in Middle Assyrian) art are frequent. For Mitan- 
nian art was dependent on tliat of Mesopotamia. 
The Hurrians (like the Aramaeans and the lndi>- 
Europeans) arrived without arts of their own. (See 
also below, n. 41 (p. 256).) When Landsberger, 
Satnal i, insists that an analysis of the art should 
lead to a distinction between *Hittitcrtum* and 
*Hettitisc}ic Rcicliskultur*, he asks for the impos- 
sible, as is clear, for instance, on his pp. 33, 34, n. 68. 
35 or on p. 98, where tlic ‘ Volkstum* he wants to 
define lacks all substance. Hittite culture was not the 
sole product of the Hittitc-speaking subjects of the 
king; it has never yet been possible to translate into 
a cogent argument the common feeling that certain 
groups of people are predisposed to one rather dun 
another style. Landsberger’s wish to sec an *aprioris^ 
tische Erkenntnis der Volkstiimer aus den Kunststilcn* 
calls up a chimaera unless one translates Volkstum 
by culture. I say this widiout denying that some 
such predisposition may exist; but if it does, it is 
one of the impondcrabilia of historical develoj)- 
ment. Sec my Birth of Civilization in the Near East 
(London and Bloomington, Indiana, 1951). 
p. 166 5. B. Landsberger, Sanial i, 13 ff., 26 AT., ex- 

plains this continuity by assuming that north 
Syria was occupied by Luvians, a people from 
south-west Anatolia who spoke a language closely 
related to Hitdte, and it is this language which is 
written in the hieroglyphs. These Luvians allegedly 
moved south-eastwards as part of tfic great imgra- 
tion of the ‘Peoples of the Sea*. Even for Lands- 
berger these Luvians arc, however, a ‘provisional’ 
and ‘heuristic concept (op. cit. 14, n. 29, 30). Sidney 
Smith (op. cit. 93) also ascribes the use of hiero- 
glyphs in north Syria to Anatolians driven soudi- 
ward by the Phrygians rather dian to a heritage of 
Imperial Hitdte rule in north Syria. 

6. Neither inscripdon is in Aramaean, which docs 
not seem to have become a written language before 
800 B.c. Kaparu uses a‘ barbaric Assyrian* (Meissner, 
Aus funj Jahrtausenden morgenldndischer Kultur, Bci- 
heft no. I, Archivfiir Oricntforschung, 72-8). Kila- 
muva’s inscription is in Phoenician, and it has been 
supposed by Landsberger, Sam*al i, 43 ff., that the 


scribe came not from the Phoenician cides, but 
from the Assyrian Court. He rightly observes diat 
Kilamuva is dressed in every detail like an Assyrian. 

7. The latest and most thorough attempt was 
made by Ekrem Akurgal (see above p. 129, n. 47), 
who has, however, not allowed his belief in con- 
tinuity to influence his excellent formal analyses. In 
liis Spathethitische Bildkunst he postulates an ‘Alt- 
spathcthidschc Stufc’ as a transidon between 
imperial and nordi Syrian art. He assigned to this 
die Lion Gate at Malatya, and the reliefs from the 
water-gate at Carchemish. Yet he has shown more 
systcmadcally dian anyone else that the Lion Gate 
and Its reliefs have close afluiides with iinpenal 
Hitdte art, and if we accept the consequences of 
Ills argument to the full and assign diem to tlic 
thirteenth century b.c. (as we have done), dicrc is 
nothing to substantiate the ‘Bliitczcit* of tliis 
transidonal stage wliicli was alleged to fall between 
1200 and 900 B.c. For Akurgal observes that the 
other works assigned to diis stage show a mixture 
of features, some belonging to this, some to the next 
(Mittclspadicdiidschc Stufc; sec, c.g., p. 140; and 
p. 130 for Zin^irli). Tlus really means that the 
‘Altspathcdiitisclie Stufc* is a mere abstraction 
wliich isobtes die clumsier features of nordi 
S) nan art of the ninth and eighth century. But one 
cannot project features thus isolated into die 
vacuum of die dark ages. Moreover, the alternative 
‘Hitdte or Assyrian* docs not cxliaust the possible 
sources of nordi Syrian sculpture, nor do we need 
to refer to Urartu or other foreign countries 
(137 ff.). If it is true that die sdmulus to seek plasdc 
expression derived from Assyria, it is also true tliat 
it led to a sudden outburst of nadvc carving, with 
varying degrees of success, as will be shown in the 
text. The lions of Alalakh (plate 151, c and d) 
and die sarcophagus of Aliiram of Byblos (figure 
76) show similar local efforts of an carher age. On 
die rcladvcly late date of the water-gate at Car- 
chemish see 165. 

8. Thurcau-Dangin, Barrois, Dossin, Uunaud, 

Arslan Task plates iii and vi. 

9. Op. cit., plates iv and v. 

10. On a pillar base, Syria (1926), plate ii, figure 36. 

11. Arslan Tosh, plates viii, ix, x, etc. P- *<^7 

12. A. Dupont-Sommer, Lcs Araineens (Paris, 

1949), 68. 

13. In buildings of wliich only die foundations 
arc preserved the staircase appears as a solid block 
of masonry. So at 2 ^m^li (figure 148). 

14. Plan in Gaistang, The Hittite Empire, 266, 
figure 29. 
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15. The building is so badly preserved tliat we 
cannot be certain. Sec Woolley and Barnett, Car- 
diemish, 111 (London, 1952). 179-1 S4i and plates 38- 

41. 

16. Bittel and Naumann, Boghazkdy, n, 18-20, 
have tentatively reconstructed fragmentary foun- 
dations of a building in Boghazkeuy to tally with 
the plan described in our text. The actual remains 
shown, op, cit. plate iii, simply present an oblong 
central h^ or court surrounded by rooms - an 
almost ubiquitous arrangement in Near Eastern 
arcliitecturc. The remains in no way recall the 
peculiar North Syrian plan, and would never have 
been reconstructed to agree with one, but for the 
belief in continuity between north Syrian and 
Hittitc architecture. It has been shown that the 
word hilatii comes from the Ilitdcc and means gate 
house (Joh. Friedrich, in Zeitsdirift ftir Assyrio- 
logie, xxxvu, 179; A. Goetze, op. cit., xu, 246. 
Bossert, Archiv fur Orientforsdmng. ix ( 1933 - 34 ). 
127), lias drawn attention to the shape of the 
hieroglyph which seems to stand for diis *btt- 
liilanC; it shows a gate house with a round door- 
way and a window in the wall above it. There 
are no columns, and the sign confirms that the 
typical north Syrian building wluch die Assyrians 
(<uid we after them) call btt-hilam has no connexion 
with Anatolian arcliitecturc, but was evolved in 
Syrb and only named there, as it seems, with a 
Hittitc word meaning gate or gate house. One may 
object to our use of the term bU-hilatti for the whole 
of the north Syrian palace with its two long rooms 
and portico, but it is convenient, since we need a 
designation for this distinctive type of building. The 
extensive literature on the subject is quoted by 
Bossert, loc. cit, n. i. 

17- These various arrangements can also be ob- 
served in die nordi-wcst complex of the Citadel, 
where the layout is more complicated since Barrc- 
kub added htt-hilam K, and outbuildings L to the 
existing bit-hilanij of Kilamuva, which was in some 
way which cannot be ascertained (denudation 
below level of doorsteps) connected with a square 
building beliind it. Sec Von Lusclian, Ausgrabuttgen 
in Sendschirli, plate L. 

18. Naumann, in a very thorough study of the 
extant bases and ancient representations of columns 
{Jahrhich Jtir kleittasiatische Forschung, 11 ( 1953 )* 
246-61), concludes diat columns of the Cretan 
type, wider at the top than at the base, survived in 
some north Syrian buildings in the ninth century 
B.C., thus establishing another link with the second 
millennium. 

19 * Sec above, p. 147. 


20. So called by Gordon Loud, Revue d* Assyria- p. 168 
logic, XXXIII (1936), 153-60; idem, Kitorsabad, n, ii 

and plate 86. 

21. Hence our reconstruction of the palace at 
Tell Asmar (Figure 19), where the stairs likewise arc 
joined to the first rooms. The palace of Mari lias a 
throne base in die first room, but no stairs adjoining 
it. 

22. Remains of such a wagon have been found 
at Tell Halaf. (Sec M. von Oppenheim, Tell Ilalqf, 
plate Iviii(b), and Naumann, Tell Halaf, 11 , plate 
12, 45 ff.) 

23. This is estabhshed Assyrian usage. At Khorsa- 
bad three stone slabs were let into the floor of the 
throne room (Loud, Kitorsabad, i, 56 ff.). At Ninirud 
the throne room had stone rails (Layard, Nineveh 
and its Remains, ii, 14 ff and plan 4). The throne 
rooms were die first rooms reached from the court, 
as was room xxiv in the Assyrian palace at Til 
Barsip, which also had stone rails for a hearth 
(Thurcau Dangin et al. Til Barsip, plan B). 

24. R. Naumann, Tell HalaJ, ii, figures 23-4; 40. p. 169 

25. American Journal of Archaeology, xu (1937), 
figure 5. 

26. Bittel and Giitcrbock, Klcinfunde ims Bog- 
/ifirkoy, plates 2, 3; £. Aknrgal, Spatlutmtische 
Bildkunst, figures 27-9. 

27. Antiquaries' Journal, xxx (1950), plate vi. It 
was out of place when found. 

28. F. von Luschan, Ausgrabungen in Sendschirli 
(Keinighche Museeii in Berlin, Mittheilungen aus 
den orientalischcn Sammlungen, xi-xiv, Berlin, 
1893-1911). 

*>.9. In the foreground of figure 81 are two per- p. 170 
forated stones closed with stoppers; these closed a 
drain wliich took off water rusliing downliill 
during a rainstorm through a channel constructed 
underneath the pavement of the gate, 

30. Landsberger, Sam'al, p. 50, n. 128, assigns Ir p. 171 
to Kilamuva on the strength of the building iuscn|)- 

tion of Barrekub. 

31. F. von Luschan, Ausgrabungen in Sendschirli, 

259, sees in them a Men’s Lodge and a Women’s 
Lodge. At Anlan Tash, too, there were two sepa- 
rate suites situated at the comer nf a court (our 
figure 36). 

32. Von Luschan, op. cit., 135. 

33. Von Luschan deduces the original position of 
the building-inscriptions in a manner which seems 
to me quite unexceptional : Ausgrabungen in Send-^ 
schirli, 377- 

34. These arc seen in the detailed plan, Von 
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Luschan, op, plate i. (In figure 8o, above, tlic 
buildings marked £ and F correspond with Von 
Luschan's J and K.) The complex, as ultimately 
used by Barrekub, is an interesting example of the 
methods followed when the bit-hilani, which was 
not itself capable of extension, was too small for 
the builder's purposes, and had to form part of a 
larger whole. The portico of J (£ in figure 8) 
is on a level widi die court, and the step leads 
up from die portico to the main room. The 
stairs to the second storey are not placed in a 
square tower, but between two long walls, on 
the left when one enters. The entrance room 
(Jz) is divided into two, and the main room 
(J3) has a fixed hearth of bricb. All these are 
merely unusual features. But the following illus- 
trate the methods of enlargement: observe that 
there is no proof for any direct connexion between 
the bit-^hilani (J) and the oblong building behind it; 
all die intermediate doors are conjectural. It is 
possible that the first room was divided and that 
J2, now separated by a door with a stone still from 
Jr, was made to serve as main room precisely be- 
cause J3 had become a space cormccting the bit 
Itilani widi the secondary rooms behind it. In any 
case it is the only inside room decorated widi low 
orthostats round its walls. The rooms at the back 
of J3 include bathrooms and toilets (J6) and pre- 
sumably bedrooms, as in the Upper Palace. 

BU~hilani K was evidendy planned in view of die 
available space. Beyond the main room there was 
only room for the small room K3. The rest of the 
area was taken up by magazines (J14) belonging 
to the complex J. The main room in K had a fixed 
hearth and a low dais for a throne against a short 
wall beyond it. At the west side of K arc a number 
of service and living-rooms, including a bathroom 
L6 with a handled bath-tub of bronze. Von Lus- 
chan thinb of this suite of rooms as a harem, with 
building] as the royal residence and building K the 
ceremonial palace (op. cit., 261). 

p. J74 35- R* Naumann, Tell Halaf, n, figure 36. It was 

placed about five feet in front of the easternmost 
lion. At Carchemish, too, polychrome glazed 
bricks were used (Woolley and Barnett, Carchemish, 
HI, plate 33). 

36. R. Naumami, Tell Halaf, n, figure 165. 

37. Op. cit., figure 184 shows this very dearly. 

38. Sec above, n. 34 (p. 255). 

39. The plan in Atnerican Journal of Archaeology, 
XU (1937), figure 4 on p. 9 shows a side-entrance 
which was omitted in the reconstruction of plate 
15A, wluch was also published by the excavator. 


1 would only accept die existence of this side- 
entrance as part of the original plan on incontro- 
vertible evidimee. The triple doors between portico 
and main room are conjectural. One expects a 
single wide door here, and need not accept the 
reconstructed plan on this point. 

40. There are no inscriptions to date these build- p. 17s 
ings, but the very accomplished carving of the 
lions and the identity of the carved pillar-base with 

that of Barrekub's Hilani K at Zin^rli indicates the 
last third of die eighth century b.c. Moreover, six 
sculptured limestone slabs of the time of Tigladi- 
pilcsar III were re-used as pavement. American 
Journal of Archaeology, xu (i 937 )f 8-15. 

41. This route led from Nisihin via Guzana (Tell 
Halaf), Harran, Kliadatu (Arslan Tash] to the 
Euphrates crossing at cither Til Darsip or Car- 
dicinish. Til Barsip was taken by the Assyrians in 
856, Carchemish was subjugated in 849, and finally 
taken in 717 b.c. Bittcl (Zeitschrift fur Assyriologic, 

N.F.. XV. 284) loses sight of die political signifi- 
cance of this route, when he seeks to explain the 
distribution of nordi Syrian art by claiming did- 
erent relations between Hurrians and Aramaeans. 

East of the Euphrates the country was Assyrian 
from about 800 b.c. onward. West of the Euphrates 
vassal princes maintained a degree of independence 
wliich called for palace sculpture, until the end of 
the eighth century when Assyrian governors had 
everywhere taken the place of the local rulers. 

42. The date of the sculptures has for many 
years been a matter of controversy, with Von 
Oppenheim and Herzfeld arguing vigorously for a 
Third-Millennium origin, which had always seemed 
impossible. The matter was settled in an article by 
Raymond Bowman, *The Old Aramaic Alphabet 
at Tell Halaf’, to which Robert]. Braidwood con- 
tributed an important study of die small objects 
from Tell Halaf in which he compared them with 
his own discoveries at Tell Jedcidch in the plain of 
Antioch, Atnerican Journal of Semitic Languages and 
Literatures, Lvra (1941), 35 P-^ 7 * Tlie archaeological 
material gives a range from 850 to 600 b.c,, the 
palaeographic materi^ points to ' the last half of the 
ninth or to the beginning of the eighth century 
B.c.’. The authors of TcU Halaf II assign Kaparu to 
850-30 B.c. They emphasize that the Aramaic 
buildings of the Kaparu dynasty are the first im- 
portant remains on the site, The final publication 
of the sculpture has not yet appeared. Baron M« 
von Oppenheim’s Tell Halaf, A New Culture in 
OldestMesopotamia (London and New York, 1933) 
is boastful and misleading but well illustrated. The 
argunicius, on 143 ff. intended to show that the 
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small orthostats were older than Kaparu, and re- 
used and inscribed by him do not seem conclusive. 
The various irregularities can easily be explained as 
the results of that lack of skill which is anyhow 
abundantly illustrated by the reliefs, and in some 
cases to changes of the destination of stones while 
the work was going on. 

p. 176 43. Naumann, Tell Halaft n, 65, £gurc 29. 

44. The text runs (somewhat freely rendered), 
'Palace of Kaparu, son of Khadianu. Wliat my 
father and my grandfatlicr, of blessed memory (lit. 
the deified), did not accomplish, I did achieve. 
Whosoever shall delete my name to put here his 
own, his sons shall be burned before die wcathcr- 
god, his daughten shall become temple prostitutes 
of Ishtar. It is Abdi-ilu who has written the name of 
the king.' See Meissner, in Aus fiinf jahrtausenden 
morgenlandischer Kultur^ Bcihcft No. i, Archiv fur 
Orientforschung, 1939, 71-9. 

4$, Autiquaries* Journal, xi (1931). plates 1 , 3; 
li, 1 and 3. 

46. Bossert, AhanatoHcn, figure 956, shows a 
figure from Mardin very like those from Tell 
Halaf, but he has not been able to discover anything 
about its provenance {op. fiV.,68), and the modem 
city is close enough to Tell Halaf to make it possible 
that it was brought from there at some time or 
other. 

47- Von Luschan, Aus^rabungen in Sendschirli, 
plate liv. 

4^i. Von Oppenheim, TcU Halaf, plate xliv(B). 

49. Op, cit,, plate xlv. The place is called ‘Kult- 
raum', but it is probably a tomb chapel, not a 
slirinc. 

50. Akurgal, Spatltvthitische Bildkunst, plate xl. 
The woman holds a mirror, the man a bunch of 
grapes. In two features it recalls Egyptian fimcrary 
statues : the man and woman ca^ have one ami 
round the shoulder of their parmcr; and the 
group is carved in one piece widi its own back- 
ground of stone which is left standing. 

51. Von Oppenheim, op, cit,, plate xlvi. 

P- 177 52. Illustrated London News, 25 Oct, 1930* 707 * 

P- J78 53. Frankfort, Cylinder Scab, 161, 171, and plate 

xxvii(k) and xxviii(g). 

54- Op, cit,, 205-15, esp. 209 ff. 

55* Op, cit,, plate xxxiv(b) and figures 66 and 67 
on p. 219. 

56. Von Oppenheim, Tell Halaf, plate xxxvi (a). 
The sun disk is support^ by a stool on late Assyrian 
seals, Biblioth&que Nationalc no. $64; Ward, 
Cylinder^sedls of Western Asia, no. iioo. 


57 - Von Oppenheim, op, cit., plate xxxv(b). 

58. Op, cit., plates xxxvi-xxxxviii gives a selec- 
tion. 

59. It is best known in the Early Dynastic Period, 
but never quite disappears. Later examples are, for 
insUnce, Frankfort, Cylinder Seals, plates xxv(d) 

^d (g); XXXV (a); xxxvi(k); these arc die extreme 
form of ‘crossed animals’; fighting pairs of ammals 
arc much commoner. 

60. Von Oppenheim, op. cit., plate xxviii(b). 

61. This has bcai commonly done, but 1 doubt 
whedicr this figure represents an established type 
rather than a designer’s whimsy. In any case, one 
cannot describe it as the seraj'li of Isaiali vi, 2, who, 
having six wings, Svidi twain he covered liis face, 
and with tw'ain he covered his feet, and with twain 
he did fly’. 

62. Von Oppenheim, op. lU., plate xxxiii(a). 

63. Von Oppenheim, Tell Halaf, plate xxxviii. 

04. Idith Porada, Ancient Oriental Seals w the p 179 
Library of J. Pieipont Morgan, nos. 608 and 609. 

65. B. Wallis Budge, Assyrian Sculpture in the 
British Museum, reign of Assurnasirpal, plates 
xxxviii-xl and xliv-vi. 

06. Op. cit., plate xix(b). p. 180 

67. Op. cit., plate xx(a). 

08. Op. cit., plate xxii(a). 

69. The solid 1 gate of die Citadel and other 
defences were probably built by Kilaimiva son of 
Kliayani, and the latter made submission to 
Shalmaneser III m 853 B.C. 

70. Von Luschan, Ausgrabwtgcn in Sendschirli, 
plate xxxiv(g) and (h). 

71. It occurs on a signet ring, bought at Konya 
(D. Hogardi, Hittite Seals, plate vii, no. 195). where 
it supports a winged god wliich Bittcl and Giitcr- 
bock, Boghazkby (BcrHii, 1935). 44 . cf. Zeitschrift 
fur Assykohgie, N.F. xv (1950). 258, assign widi 
good reason to imperial Hittite times. 

72. Von Luschan, Ausgrabungen in Sendschirli, 

288f., 363* 

73. Delaportc, Malatya, plates xiv, xv, xxvi- 
xxviii. 

74. Landsberger, Sainal, 1, 49 f- and note 127 
supposes that the Zinvirli sutuc represents a god 
known only by die epithet ‘Lord of the lion cubs’. 

75. Von Luschan, op. cit., p. 84, figure 19. 

76. R. D. Barnett, Carchemish, m (London, 1052). p* 181 
260. 

77. Delaportc. Malatya, plate xxvi-xxx. Lands- 
berger, Sainal, 76 ff.. identifies this kmg as Mutallu, 
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king of Kummuhi, who received Malatya in 712 
B.C. for his services to Sargon of Assyria, but was 
suspected of treason in 708. The richness of surface 
detail does not succeed in liiding the plastic in- 
adequacy of the work, which is clumsy and ill- 
proportioned. 

p. 181 78. Delaportc, op. cit., plate xxix; Garstang, The 

Hittite Empire, plate xlix, i. 

79. H. R. H. Hall, Babylonian and Assyrian Sculps 
turc in the British Museum, plate xix. 

80. For a similar figure, see H. Ingholt, Rapport 
pr^liminaire sur sept campagnes de fouilles a Hama 
(Copenhagen, 1940), plates xxxvi-xxxvii. 

p. 183 81. Woolley, Carchemish, n, plate B3o(a)* 

Akurgal, in his Spathethitische Bildkunst, assigns 
this relief to an older period, together with those 
from Malatya (sec above, n. 7 (p. 254)) but the 
stylistic differences (as opposed to the identical 
subject matter) exclude contemporaneity, since the 
affinities of the Malatya style are with imperial 
Hittite monuments and those of tlie Carchemish 
relief with nordi Syrian works, in particular with 
its companion piece (Woolley, op. cit., plate 30B), 
of which the eighth century date is beyond doubt, 
as set out in our text. 

82. Woolley, op. cit., plate B3o(b). 

83. Von Luschan, Ausgrabungen in Sendschirli, 
220, figure 1 19. These lutes differ in their arrange- 
ment of the cords from that depicted at Ala^a 
Hiiyuk, of imperial Hittite times: Garstang, Hittite 
Empire, plate xxx(b). 

84. R. D. Barnett dates Katuwas (Carchemish, n 
plate Ai3d} to the beginning of the 9tli century 
(Carchemish, m, 260 If.) and Araras (Carchemish I, 
plate B7) to the beginning of the Stli-ccntury. 
They differ in style but both figures, and particu- 
larly that of Katuwas, resemble the north Syrian 
rehefs. 

85. Thurcau-Dangin and Dunand, Til Barsip, 
plate i. This stela is dated by Barnett before 856 B.c. 
(Carchemish, m, 260). 

86. Woolley, Carchemish, ii, plate B29(b). In 
Mesopotamia the creature belongs to the weather- 
god. 

87. Hogarth, Carchemish, i, plate Bi4(b). 

88. Op. cit., plate Bio(a). 

8y. Op. cit., plate Bi5(a), cf. Frankfort, Cylinder 
Seals, plate xxxv(c). 

90. Op. cit., plate B12. 

91. Thureau-Dangin and odicn, Til Barsip, 
plate xi(3). 

p. 184 92. Von Luschan, Ausgrabungen in Sendschirli, 


plate liii. We have seen (p. 8a, fig. 35) that the 
Assyrians adopted this type of base when they con- 
structed a portico occasionally. 

93. As in the case of the relief from the water 
gate, the presence of these processions among the 
reliefs shows that certain Hittite usages continued 
in the cult, not that a tradition of imperial Hittite 
art was maintained. It is characteristic that the pro- 
cessions occur after they had become important in 
Assyrian decoration. If there had been a connexion 
witli say, Ala9a Hiiyiik, their appearance by the end 
of the seventh century would be most odd. 

94. Von Lusclian, op. cit., plate Ixii. 

95. Op. cit., 375. 

96. See the stool of Assumasirpal in plate 89 and 
bronze pieces of similar furniture from Nimrud in 
the British Museum. S. Smith (Antiquaries* Journal, 

XXII, 93, n. i) calls tlie stool of Barrekub Urartian ; 
but Urartian is peripheral Assyrian. See below n. 

105 (p. 258). 

97. Sec above, p. 93, plate 97. 

98. Von Lusclian, op. cit., plate Uv. p. 18s 

99. John Garstang, The Hittite Empire, 224-35. 

Stele from Neirab near Aleppo in Clcnnont Gan- 
ncau, hudes d*Archeologie Orientale, n (Parw, 

1897), 182-223; Bossert, Altanatolien, nos. 806-15. 

100. This is also shown by the monument of 
Darcndc (I. Gclb, Hittite Hieroglyphic Monuments, 
plates xxiv-xxv; Delaporte, Malatya, plate xxxv). 

101. R. D. Barnett, in Journal cf Hellenic Studies, 

Lxvm, 8-9. Phrygians, in this sense, includes the 
Mushki of Phrygia proper, and the people of Tabal 
(Lycaonia and Cappadocia) ; Urpallu was one of tlie 
princes of Tabal. Banictt points out that the knob- 
bed brooch (fibula) is known to be Phrygian and 
that the S-shaped car pendants of Urpallu recur at 
Ephesus. He also stresses that the term 'Phrygian 
art’ imphes, perliaps, too much. 

102. Wc have noted that plants arc held by the p. 
figures on the funerary steles from Marash. Ban of 
com arc carried by women in procession at Car- 
chemish (Woolley, Carchemish, ii, plates B20, B21). 

103. Ekrem Akurgal, Spathethitische Bildkunst, 
plate xlviii(b)-L. 

104. Barnett, Journal cf Hellenic Studies, ixvni 
(1948), 10. 

105. This whole question has been discussed by 
Sidney Smith, ‘The Greek Trade at Al Mina* in 
Antiquaries* Jcurtial, xxn (i942)» 87-112. The diffi- 
culty remains that Urartian products arc to such an 
extent dependent on Assyria that it is very hard to 
distingutsh the influence they exercised firom ^ 
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emanating from Assyria directly. One caimot 
ascribe die north Syrian revival of sculpture to 
Urartian inAuence, because at, Tell Halaf and Zin- 
^irli it antedates the Urartian ascendancy in Syria. 

106. Barnett in Iraq, xu, 39. Barnett points out in 
Jourtial of Hellenic Studies, loc. cit., diat on the reliefs 
from Ankara the griAin is shown open-mouthed, 
knobbed, and horse-eared, as in Greek and Etruscan 
bronzes. But the griAin demons at Sakjcgeuzi show 
these features too (Akurgal, op. cit., 80 and plate 
xliv); here, too, it might be due to Urartiaji in- 
Aucncc, but (probably contemporary) ivories from 
Van also show the griffin demon open-mouthed 
although without knob or horse-car. Iraq, xii 
(1950), plate XV. The question remains open. 

107. H. Th. Bossert, N. Bahadir Alkim, H. f am- 
bcl, et ai, Karatepe Kazilari (IJirind On-rapor) Die 
Ausgrahun^en auf dem Karatepe, Turk Tarik Kurumu 
Yayinlarindan V. Seri, No. 9 (Ajikara, 1950). This 
contains an ujvto-date bibliography of the litera- 
ture already published concerning the discoveries. 
An excellent cridcal study of the problems raised 
has been written by Machteld J. Mellink, in liiblio^ 
theca Orientalis, vn (Leiden, 1950), 141-50. 

1> 1S7 108. Mellink, op. cit., 147 A". There are historical, 

palaeographical, philological, and archaeological 
arguments in favour of tiiis late date. 

109. Mellink, op.,cit., 148. 

110. Oricutalia, xvii (Roma, 1048), plate xxxiii. 
The statue was actually foimd at Ooniuztcpe, a hill 
facing Karatepe across die river, and apparently 
dependent upon it. 

111. These are well studied by Dr Halct ^ambel, 
in OriVfis, i (1948). 147-^2. 

112. Dr Mellink, op. cit., speaks of 'a diAcrent 
edinic background of the artists’; she means, no 
doubt, cultural rather than cdinic. 

113* Karatepe Kazilari, plate xiii, figure 68. 
r- 188 114. The relevant material has been studied by 

Mellink, op. cit., 144, col. 2. Her argument that the 
sliip depicted at Karatepe suggests diat die sculpton 
knew Sennacherib’s reliefs at Nineveh is not con- 
clusive, since that king, as she (quodng D. D. 
Luckenbill, Annab of Sennacherib, 73 and A*,) 
righdy states, *had the “Hittitc” people build sliips 
for him at Nineveh and Til Barsip in which he put 
Phoenician and Cypriot sailors’. The Karatepe 
sculptors may, therefore, have depicted such a ship 
because such craft phed on Cilician and Phoenician 
ports, and not because they knew the sculptures at 
Nineveh; if they did, we should have expected 
more signs of inAuence of these sculptures on the 
Karatepe reliefs. 


1 15. Karatepe Kazilari, plate xvi, no. 83. 

116. Thus the beautiful ivory head found at 
Perakhora seemed oriental to its discoverer Payne 
(Journal of Hellenic Studies, Li (1931), 192, figure 8). 

But no exact parallel, especially not with eyes set in 
bronze, is known in the Levant. Yet it diAcrs 
strikingly from the ivory head from Samos wliich is 
Greek (op. cit., Lxviii (1948), plate iii(b)). Barnett’s 
suggestion (op. cit., 25, 11. 153) diat the Perakhora 
head and the earliest Spartan ivories derive from 
Cilicia was made when the discoveries at Karatepe 
had just become known. But this site is thoroughly 
derivative and provincial and the suggestion is 
improbable. A number of bronze shields found in 
Crete are likewise of uncertain affinities, although 
E. Kimze, Krctischc Bronzercliefs (Stuttgart, 1931), 
has made a strong case for dieir local origin. 

117. Iliad, xxiii, 741 A*.; cf. vi, 289 A*. 

118. Scliacfcr-Andrae, Die Kunst dcs alten 
Orients (Berlin, 1925), 495 (1942 edition, p. 535). 
Illustrated Loudon News, 28 Julv 1951, 136, figmes 
9 and 12. 

ijf). Journal of Near Eastern Studies, iii (1946), 155 
A*., plate ii. It seems a provincial work. 

120. Gordon Loud, Khorsabad, ii (Chicago, p. 189 
1938), plates 49 and 50. 

121. Published by R. D. Barnett in Iraq, xn 
(1950), 1-43. 

122. W. Otto, ilatidbuch dcr Arclxirologic (Miin- 
chen, 1939). pl'tt I 7 . 3 » 3 anA 4 - 

123. R. 1 ). Barnett, Journal of Hellenic Studies, 

Lxvm (1948). 1 - 2 $. It is there also maintained that 
the ivory carvers, too, formed a closed guild of 
ambulant craftsmen. It seems 10 me that export 
from a few Levantine centres explains more sads- 
fictorily the close resemblance between pieces 
found, say, at Crete and at Nimrud jr Khorsabad. 

124. This matter is well dealt with by R. M. 

Cook, in Journal cf Hellenic Studies, ixvi 
67-98. 

12$. Journal of Hellenic Studies, uu (i 933 )» ^ 95 i 
figure 19. 

126. Forsclumgeti und Fortschritte, vm (1932)* 

127. The most convincing connexion with 
Urartu is established by an arrangement by whicli 
die li.iiidle is fixed to bronze cauldrons. The pair 
of loops is attached at the cauldron by means of 
winged huUs’ heads or human figures, Tlicrc is, for 
instance, an example from Delphi showing a purely 
Assyrian figure. Kunze (Kretisebe Brottzereliefs, An- 
hang II) listed eight from Urartu, and two from 
Etruria, wliAc dicrc arc over forty Greek imitations. 
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Kunzc. against Karo [Atlienisclie Mitteilun^eti, 
xxxxv (1920), 106-16] claimed a nortli Syrian 
origin for this device. Barnett {Iraq, xu, 39) prefen, 
like Karo, Urartu. Tliis is, indeed, more likely dun 
Syria, but it may yet be that such vessels arc found 
to be Assyrian in the first place. 

p. 189 128. Sidney Smith, in Antiquaries' Jouruai, xxii 

(1942). 

J29. Journal of Hellenic Studies, lvui (1938), 
T- 30 . 133-70; LX (1940). 2-21. 

130. Tills has been demonstrated by R. D. Bar- 
nett, Jmirna/ e/'Hcl/ewir Studies, Lxvui (1948), 1, n. 4. 

131. Assuriiasirpal 11; Shalmaneser 111 : Adadnirari 
111 ; Tiglathpilcsar 111 ; sec Iraq, xin (1951), 5,21-4. 

132. A stool of ivory was found at Zin^irli: 
Atisjirahuiiqen in Sendschirli, v, plates 61-3. 

p. lyo 133. Thurcau-Dangin, and others, Arslan Tosh, 
135 ff. 

134. R. D. Barnett, in Iraq, 11, 185, suggests 
‘possibly the first half of die eighth century* as a 
compromise since he accepts, as we do not, a ninth- 
century date for die ivories from Arslan Tash and 
Samaria. 

p. 1 91 1 3 5 . R. D. Barnett has pointed out that the Nim- 

rud ivories in the British Museum include those 
foimd by Loftus in die S.-£. palace and others found 
by Layard in the N.-W. palace. He has also shown 
tliat the first belong probably to the reign of Assiir- 
nasirpal II, die second to that of Sargon. See Iraq, 
“ (1935). 179-210. His dating of the Loftus group 
is corroborated by its resemblance to the ivories 
from Tell Halaf (von Oppenheim, Tell Halaf 
(London}, plate lix, 2, 3). The recent dis- 
coveries of Professor Mallowan at Nimrud (///«s- 
trated London News, 28 July and 4 Aug. 1951; 
and 16 Aug. 1952). made him doubt the dis- 
tinction between a ninth-century and eighth- 
century group, since both styles arc represented 
among die finds from the well he discovered in the 
N.-W. palace. But the evidence from Tell Halaf is 
incontrovertible. The well at Nimrud was used 
from its construction by Assuriiasirpal 11 until die 
destruction of die palace at the end of the reign of 
bargon. It is natural enough that it contained late 
pieces (for. cit. 16 Aug. 1952, frontispiece) as well as 
early ones (op. cit., 255, figure 13). The circular in- 
lays in the latter arc characteristic of the early group. 
At the burnt palace (the S.-E. palace of the Loftus 
group) at least one head of die later group (known 
from Khorsabad) was discovered too {op. cit., 255, 
figure 5). 

136. Op. (it., 16 Aug. 1952, 255, figure 13. 


137. The common features are: long, pointed, 
shallow eyes with pin-point pupils, in contrast to 
those of the Arslan Tash and ^orsabad figures; 
hair shown in parallel strands brushed towards the 
temples, not in litde curls; head-dress, either a flat 
cap widi vertical lines or one with rosettes or flat 
disk in alternation, cf. Iraq, plate xxv, 2, and plate 
xxvii, 2. The hair was sometimes gilded. 

138. Illustrated London News, 8 Aug., 1953, 
frontispiece. 

139. Barnett, op. cit., 193 ff. and plate xxvii 
suggests that they formed part of a certain kind of 
bowl, of which Greek examples in pottery survive. 
Similar double figures were found in Rliodcs 
(Hogarth, Excavations at Ephesus, plates xxx, xxxi, 
and in Crete, Athenische Mitteilungen, 60-1 (i 93 5-0), 
plate 84, no. ii). 

140. Iraq, ii (i935)t piste xxiv, 2. 

141. Op. cit., 194 ff. (Barnett). 

142. Von Oppenheim, Tell Halaf, plates viii(a), 
ix(a), xxi(b), xxii(a). It also occurs, simplified, on 
the reliefs found near Ankara. 

143. Harold Ingholt, Rapport priliminaire sur p. 192 
sept campagnes de fouilles it Hama en Syrie (Copen- 
hagen, 1940), plate xxxiv, 4, 5. 

144. Sec also Illustrated Lotidott News, 4 Aug. 

1951* I95» figure 24, from Nimrud. 

145. Iraq, n, 189. 

146. Bulletin of the Metropolitan Museum of Art, 

1936, 221 ff.; 1937 » 89 ff- 

147. Odicr pieces possibly belonging to Hazael’s 
bed include turned knobs and capiul-like pieces, 
used at all times in this type of furniture; further 
pieces, not carved but engraved, showing a sun- 
disk with two correct uraci but with a non-Egypt- 
ian star and dots in the disk. Further lotus and bud 
borders, a guilloclie, and fragmentary figure of a 
man, differing from plate 168c, and resembling 
tlic Egyptian rendering of Syrians, with headband, 
curb, necklace, fringed shawl, and bare feet. The 
head b in profile. 

148. One must remember that a second bed 
stood beside that of Hazael. 

149. Woolley and Barnett, Carchemish, ill, 167 ff. p- *93 
and plate 71 f. The ivories were found in a temple 
courtyard near a doorjamb inscribed in the ninth 
century b.c. 

150. It b likely enough that tlicrc was some 
antique furniture in the palace at Samaria, when it 
was destroyed in 722 b.c. There was abo a stone 
vase of Pharaoh Osorkon II, a contemporary of 
Ahab (875-50 B.C.). But we cannot separate these 
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antiques, if any, from the other pieces. At Arslan 
Tash the main occupation dates from Tiglathpilesar 
111 (745-27 B.C.): at Khorsabad the ivories ^long 
to the lifetime of its founder, Sargon (72i>705 b.c.). 
It is relevant to remember that the ivories from 
Samaria may fmd an analogy at Nimrud, where no 
objects antedating Sargon were found in the 
north-west palace, although it was founded by 
Assurnasirpal II. This was pointed out by Danictt 
(Iraq, ii, 185) and confirmed by Malluwan on the 
evidaice of his own excavations there (Iraq, xiii, 3). 

151. The same convention for the rendering of 
the folds in the neck occurs in figures in the round 
of bulls supporting an ivory tray at Nimrud 
trated London News, 22 Aug., 1953, 298, figures 13- 
16). 

152. Contenau, Manuel d*Arcyoloj^ie Orientale 111, 
figure 840; Iraq, xiii, plates i, ii, and iii. Cf. also 
Illustrated London News, 4 Aug. 1951, 195, figure 2^. 

153. The three objects are figured side by side in 
Journal of Hellenic Stttdies, lxvio, plate ii. 

154. A different version of the theme, without 
the goddess, was found at Nimrud: Iraq, ii, plate 
xxiv. 

155. Loud, Khdhabad, n, plate 52, nos. 38 and 39 
seem to render the same subject. Here the figure's 
wear wigs which in Egypt would mark them as 
women. 

156. Iraq, xni, plate vii; Aus^rabunj^en in Send- 
schirli, v, plates 66-7. Op. cit., plate < 58 , i (—Plate 
69(a)) is an ivory in purely Egyptian style; plate 68 f 
(1= Plate 69(1)) is purely Mesopotamian. These set 
off tlic Phoenician character of die pieces wc arc 
here discussing. 

T57. It occurs also at Sanuria: J. and G. Crow- 
foot, Early Ivories from Samaria, plate vi, 2. 

158. G. Loud, Khorsabad, 11, plates 52-4. None of 
them is complete, but all die elements arc preserved, 
if one takes the group as a whole. A late geometric 
vase (Kunze, Kretisclte Bronzercliefs, plate 55c) 
shows the cloth between the forepaws of the sphinx 
and is dated about 750 B.c. 

1 59- Thurcau-Dangin et ah, Arslan Tash, plates 
xxx-xxxi. 

160. Crowfoot, op. cit., plate v, i and 3. 

161. Poulsen, Der On< 7 ir und die fruh^riechische 
Kunst (Leipzig, 1912), 40, figure 24. 

162. Athenische Mitteilungen, 60-1 (i935“<!>)» 
plate 84, I, which resembles the profile sphinxes 
from Arslan Tash, but is a litde coarser and 
wears a sun-disk on its head. 

>94 163. Crowfoot, Early Ivories from Samaria, plate 

i. 1. 


164. Poulsen, Der Orient und die fruh^riechische 
Kunst, 48, figure 37. 

165. Iraq, in, plate xiii, i. It is in keeping with the 
late date of this - the Layard group - of Nimrud 
ivories that this figure wears a crown of rosettes, like 
the kings of Malatya and Sakjcgeuzi depicted at the 
end of the eighth century b.c. Sec above p. 184. 

166. Illustrated London News, 16 Aug. 1952, 
colour plate opp. p. 256. 

167. Op. cit., figure 19. 

168. Crowfoot, loc. cit. 

169. Murray, Smith, and Walters, Excavativns in 
Cyprus (London, 1900), 10, figure 18. 

170. The discussion by Herbig and ^mmem in 
Orientalistische Literaturzeitunff, xxx-xxxi (1927- 
8), is conveiiicndy summarized by Barnett, in 
Iraq, ii, 182 and 203. 

1 71- History, i, 199. 

172. R. I). Barnett in n, 198-210, an attempt 
made with a full realization of its tentative character. 

173. Iraq, n, plate xxiii, 4. p. 195 

174. Journal of Hellenic Studies, Lxviu, plate 1 . 

175. Thurcau-Dangin, Arslan Tash, plate xxxii. 

176. 1 have not iliscusscd the ivories discovered iii 

the Bridsh Museum excavations at Ephesus, suice 
dipse arc not clearly connected wi^’h any group of 
Near Eastern ivories and seem to me to belong to 
provincial East Greek art entirely. But sec Barnett, 
in Journal of Hellenic Studies, Lxvin, 1-25 and P. 
Jacobsthal, op. cit., LXXI (1950), 85-95- 

177. References in Dussaud, Civilizations pre- 
helUniqucs (Paris, 1914), 308 ff. Dussaud claims a 
Cypriot origin for the bronzes and ivories wc call 
Phoenician (op. cit., 304-26), but since he wrote, the 
influence of the Aegean on the Asiatic mainland 
has appeared in a new light and die motifs called 
‘Grdco-Chypriotc’ (312 ff.) occur elsewhere, too. 

Nor was Cyprus ever important enough to account 
for the wide dj^triburion of these goods. 

1 78. David Luckenbill, Ancient Records of A.^syria p. 196 
and Babylonia, n, §186. 

179. Dussaud, loc. cit., 321 ff. 

180. J. and G. Crowfoot, Early Ivories from 
Samaria, plate i, i. 

181. Poulscn’s fundamental work, Der Orient und p. 197 
die friihjiricchische Kunst, 6 ff., distinguishes bowls 
with predominandy Egypdan and Assyrian decora- 
don and a ‘special style', but this division docs not 
seem to be tenable. Sec Barnett on the north-v/cst 
Palace in Iraq, ii, 185. 

182. Poulsen classes it with his Assyrian group, 
but the Assyrian designs are orderly, arranged in 
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bands, well spaced, and regular. The great battle 
scenes were not yet designed at this time. There are 
Syrian antecedents in the second millennium, e.g. 
Frankfort, Cylinder Seals, plates xliii and xliv(b). 

p. 197 183. Layard, Monuments of Nineveh, n, plate 66; 

Contenau, Manuel, ni, figure 841. 

184. R. D. Barnett, in Iraq, n, 202; see our reser- 
vations, 195. 

185. Layard, op. cit., n, plate Ixv. 

186. Poulsen, op. cit., 22, figures 12 and 13. The 
bowl is in the Ashmolean Museum. 

187. Op. cit., figure ii. 

188. Layard, op. cit., n, plate Ixiv. 

189. Layard, op. cit., u, plate lx. In the middle 
zone panthers attack herbivores and griffins. Op. cit. , 
plate Ixii shows three pairs of vultures devouring a 
carcass. 

p. 198 190. Op. cit., plate bd. 

p. 199 191. Gjerstad, in Opuscula Archaeologica, iv 

(Lund, 1946), plate i. 

192. Gjentad, op. cit., 5, has shown tliat the vessels 
placed on the table in tliis bowl arc well-known 
types of Cypriot Iron Age pottery. 

193. C. Watzingcr, Handbuch der Archaeolo^ic ... 
herausgegehen von Walter Otto (Miinchen, 1939), 
839, speaks of Cypriot imitations of Phoenician 
bowls, formulates their peculiarities, and lists those 
for which he thinks Cypriot manufacture likely. 
Prof. Emar Gjerstad has devoted a detailed and 
penetrating study to the bowls found in Cyprus, in 
Opuscula Archaeologica, iv (edidit Insdtutum 
Romanum Rcgni Succiae) (Lund, 1946), 1-18 with 
plates i-xvi. His classification as Proto-Cypriot, 
Cypro-Phoenician, Cypro-Egyptian (each in three 
stages) etc. docs not so much establish groups (since 
often only one or two specimens forms a stage in 
this scheme) as draw attention to real differences 
and similarities. If we arc not convinced of the is- 
land origin of all these bowls, GJersud, for his part, 
acknowledges the existence ‘of a Syro-Phocnidan 
school to which the Cypro-Phoenidan group is a 
parallel series' {op. cit., 18, cf. 13). 

194. Layard, Monuments of Nineveh, n, plate Ixiii. 

195. £. H.Dohan, Italic Tomhgroups (Philadelphia, 
1942), 108, dates the main influx of oriental and 
Greek products to 680-50 b.c. (So also D. Randall 
Mclvcr, Villanovans and Early Etmscans (Oxford, 
1924, 228-30). 

196. Layard, op. cit., 11, plate 62A and a bowl from 
Idalion in the Louvre, Perrot et Chipicz, Histoire de 
Vart, m, 779, figure 548. (Poulsen, op. cit., ao, 
group At.) 


197. The figure carrying a dead or captive body 
behind Pharaoh is un-Egyptian. It recun on other 
bowls and has been studied, inconclusively, by 
G. Schncidcr-Hcrmann, in Jaarhericht No. 10, Ex 
Oriente Lux (Leiden, 1948), 355-69. The crawling - 
probably wounded - enemy under the group is 
likewise un-Egyptian. 

198. F. Matz, Friihkretische Siegel (Berlin, 1928), 

39-50. 

199. This is the centre design in a silver bowl, 
Opuscula Archaeologica, iv, plate iv; Horns on the 
Lotus, without Isis, Poulsen, op. cit., figure 20. 

200. The Leiden bowl, perhaps from the Bcr- 
nardini tomb, has a wild cow in the marshes as its 
centre design. The rest of the design resembles the 
Idalion and Palestrina bowls. See W. D. van 
Wijngaardcn, in Oudheidkundige Mededeelingen uit 
het Rijksmuseum van Ottdheiden, xxv (Leiden, 1944). 

1-9. 

201. This bowl has been studied in great detail by \\ roo 
Sir John L. Myres, in Journal of Hellenic Studies, Liii 

(1933. 25-39). 

202. E. G. Poulsen, op. cit., figures 14-18. p. 201 

CHAPTER 12 

1. From the point of view of style the various p 202 
fabrics, on which sec Donald E. McCown, The 
Comparative Stratigraphy of Early Iran (Chicago, 

1942), arc merely variations, whether they arc 
black-on-red or black-on-buff. There is, of course, 

an enormous difference in quality between the 
various fabrics and periods. 

2. The bulk was published by Edmond Potticr, 
in volume xm of Jacques dc Morgan, Mimoires de la 
Delegation en Perse (Paris, 1912) and Corpus Va~ 
sorum Antiquorum, France, Musdc du Louvre, 
fascicule i. 

3. A. Langsdorfer and D. E. McCown, Tall~i~ 

Bakun A (Chicago, 1942). 

4. R. Ghirshman, Les fouilles de Sialk pres de p. 203 
Kashaii (Paris, 1938, 1939). 

5. Another rock relief, of Anubanini, king of the p. 204 
Lullubu, is less crude; it shows a goddess bringing 
bound captives in a frieze below. It is modelled on 
Akkadian monuments. See, for description tod 
literature, Neilson C, Debcvoisc, ‘The Rock Rehefs 

of Ancient Iran’, in Journal of Near Eastern Studies, 

I, 76-83. 

6. Encyclopedic photographique de Fart, i, 248-9. 

7. See Dr Ghinhman's preliminary report in 
Illustrated London News, 8 Aug,, 1933, 226-7. 
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8. See R. D. Barnett, *The Excavadotis of the 
British Museum at Toprak Kale near Van', in Iraq, 
xn (1950), 1-43. with plates i-xxii, where older 
literature and a tentative reconstrucdoii of the 
throne is given. Rachel MaxWell-Hyslop, ‘Daggers 
and Swords in Western Asia’ {Iraq, viii, 1946), 44 
writes, 'It is possible that where weapons were 
concerned Vannic smiths began to copy Assyrian 
technique as early as the reign of Assumasirpal II 
when the cuneiform system of wridng was intro- 
duced to Armenia from Assyria*, 
p. 205 9. The problem of the Scydiians is concisely and 

brilliandy treated by Profe^ssor Sir Ellis H. Minns in 
his lecture ‘The Art of die Northern Nomads’, in 
Proceedings of the British Academy, xxvm (1942). 
* We must not regard nomadism as a mere stage on 
the way from food-collccdiig to agriculture. 
When completely developed it is a highly specializ- 
ed mode of life enabling man to udlizc vast traces 
in which continuous setdement, whether pastoral 
or agricultural, is impossible.’ (p. 7 - but the whole 
passage should be read). There is also a valuable 
bibliography. The history of the period is treated 
by G. Cameron, History of Early Iran (Chicago, 
1936), and also by Konig; see next note. 

TO. F. W. Konig, Alteste Ccschichtc der Meder und 
Perser, Leipzig, 1934, suggests that this was from 
642 to 615 B.c. 

1 1 . Andr^ Godard, Le trdsor de Ziwiye (Haarlem, 
1950); see also the important study of R. Ghinh- 
inan, in Artibus Asiae, xra (1950), 181-206, wliich 
contains some illustrations now known to be of a 
different provenance. See n. 31 (p. 264). 

12. Ghirshman, loc, cit,, aoi. 

13* Godard, op. cit., figures 40-2. 

14. Op. cit., figures 81-3. 

15- Op. cit,, figure 39. 

x6. See the extensive ‘Selected Bibliography*, in 
£. H. Minns, ‘The Art of the Northern Nomads’, 
Proceedit^s of the British Acaderrty, 1942. 
p. ao6 17. Minns, op. cit., plate xiii(a). 

18. Ghirdunan, in Artibus Asiae, xm (1930), 

1830: 

19. Godard, op, cit., figure 48. 

p- 207 20. Ghirshman, op. cit., 185, figure 7. Ghirshman 

saw in it a Uon-ma^ but the comparison with the 
lioness of Kdermei and the Melgunov chape is 
conclusive. 

21. Op. cit,, figure 13. 

22. There is therefore no reason to connect it 
with the reign of Baarhaddon (Ghirshman, op. cit., 
198) and it is noten Egyptian feature. These matters 

T2 


do not affect Ghirshman’s main views, with which I 
agree. 

23. (Thirshman, op. cit., 191 suggests that it was 
made by Assyrian goldsmiths for the Scythian 
allies of dieir king. If this were so, I should not 
expect any but purely Assyrian designs to be used; 
tlie gifts sent by Pharaohs of the Middle Kingdom 
to Byblos, Qatnah, and other places in Asia suggest 
this. 

The relation of the pectoral to Assyrian art is 
similar to that of Urartian metal-work to its proto- 
types, and it would be possible to consider the pec- 
toral a Vannic product but for tlic Scythian animals 
at either end. It seems to me highly improbable that 
they should have been used anywhere outside the 
domains of the Scydiians. 

24. E. H. Mimis, Scythians and Greeks (Cam- 
bridge, 1913), 171, figure 65. 

25. Ckidard, Le tresor de Ziwiye, figure 46. 

20. See A. Ckidard, ‘Bronzes dii Luristan* [Ars 

Asiatiui, xvii), Paris. 1931. 

27. It was led by Dr Erich F. Sdnnidt of Chicago. 
Sec Bulletin of the American Institute for Iranian Art 
and Archaeology, vi (1938). 206-13. Schaeffer’s 
attempt to establish a ‘LourLston ancicn. moyen 
recent’, in Stratigraphic comparee et chronologic de 
I'Asie Occidentale, 477-95 and figures 263-8, is not 
suilicicnd) well founded. 

28. These consist of bronze vases inscribed with 

names of Akkadian and later Mesopotamian rulers 
{Illustrated London News, 28 Oct. 1929, 067, figures 
9, 10); daggers and ‘pokcr-butted spears* of Early 
Dynastic affinities; batde-axes with simple thorns 
on the back of the haft, known in Mesopotamia on 
cylinder seals of Akkadian times; daggers and 
swords with a cast-on hilt some of which are in- 
scribed with the name of Marduk-nadin-akhe of 
Babylon and other rulers. The latter are types 
j2-ti of Rachel MaxwcD-Hyslop’s classification in 
Iraq, vin (1946). 3^ 44 ff-; plates iv-v. I suspect 

that the time range, given as 1800-600 b.c., is 
narrower and does not surt much before 1100 B.c. 

All these mscribed weapons raise a problem 
which has not, to my knowledge, been faced. If 
they were really found in Luristan (and for this we 
have, on the whole, nothing but dcalcn* assurances) 
they were either never despatched to die owner for 
whom they were intended, or they were obtained 
as loot or received as presents, in which case they 
have no bearing on the Luristan metal-work at all. 
The first alternative - that they were made in 
Luristan for a Mesopotamian - is not excluded by 
the presence of the cuneiform inscriptions; even 
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to-day die Mandacan silversmiths in the bazaars of 
Baghdad will execute any inscripdon in their 
nidio silverwork which is drawn out for them by 
their clients. It is possible that weapons made in 
Luristan had a reputadon, like Damascene swords 
in a later age. But it seems to me simpler to assume 
that inscribed objects found in Luristan represent 
loot or presents, and were made in Mesopotamia, 
p. 208 29. Gazette des Beaux Arts, 6mc s^ric (1933), 33. 

30. The triangular design along die flank of the 
sphinxes (Contenau, Manuel, 2171, figure 1207) 
recurs on the pectoral from the hoard of Zawiych. 

31. Godard, in Artibus Asiac, xiv (1951), 241 ff., 
referring to the girdles depicted in Artibus Asiae, 
xin (1950), figures 18, 19, and 20. 

32. Syria, xxvi (1949). 198 ff., figures 1-7, 
plates ix-x; Illustrated London News, 6 May 1939, 
790-5* 

33. Kantor, in Journal of Near Eastern Studies, v, 
238, points out that die concavity of the wings of 
the bulls on pins which she publishes suggests a 
date in the sixth century b.c. But the one piece 
among the Luristan bronzes proper whicli shows 
affinidcs with Achaemenian art (Godard, Bronzes du 
Luristan, plate xlvi, no. 177) is quite isolated and it 
seems, therefore, diat die manufacture did not 
survive to any extent mto Acliacmcniau times. 

34. E. H. Minns, The Art of the Northern Nomads, 
10 . 

p. 210 35. Since die heads of diesc pins arc large and 

heavy, dicre arc one or two loops on die stem for a 
safety fastening of die pin to the dress, 
p. 211 36. We know that this was their purpose from 

properly excavated burials in the Kuban valley, 
north of the Caucasus. 

37. This particular t)pc of stylizing the hafting 
should not be confused with the numerous decora- 
tions of sword and dagger-hilts with complete hons 
or lion heads, found throughout the Near East, at 
least from Early Dynastic times onward. This is a 
specific type, *tcte dc lion crachant Ic fer*, and it is 
true diat this was invented in the second millen- 
nium. before zoomorphic juncture became popular 
in Lurisun. There is an example from Ras Shanira 
(Schaeffer, Vf^aritica, 1 (Paris, 1939), 107-^5) and 
another from Susa (Dc Mccquenem, Jacques dc 
Morgan, MAnoircs dc la Dclej^ation en Perse, vii, 61 
and plate xvii, 8) 

38. Ludwig Curtius, Munchener Jahrbuch (1913), 

19. 

p. 212 39. For instance, the rich example of zoomorphic 

juncture from cast Siberia in Minns, The Art ojf tfte 


Northern Nomads, plate xviii(h), shows its western 
inspiration by a griffin of Greek extraction which is 
drawn on neck and shoulders of the reindeer; and a 
saddle found at Pazyryk shows a winged bull (or 
winged lion with bull’s head) attacking an ibex; the 
monster is clearly of Near Eastern origin. See Illus- 
trated London News, 6 Aug. 1932, 207, figure 8. 

40. This was pointed out by C. J. Gadd who pub- p. 21 3 
lished the dagger hilt in British Museum Quarterly, 
xn (1938), 36 ff. It is type 45 in Rachel Maxwell- 
Hyslop’s classification {Iraq, vm (1946), 51) where 
further references arc given. 

4T. R. Ghirshman, Lcs Fouilles dc Sialh, n (Paris, 

193!))- 

42. This is die revised version, from American p. 21 1 
Jourttal of Archaeoloqy (1946), 25, of the translation 

by R. G. Kent, Journal of the American Oriental 
Society, un (1933)- 

43. Erdmann, ‘ (rriechische und Achacmcnidische p. 21 \ 
Plastik*, in Forscfmn^cn und Fortschritte, xxvi (1950), 

151 points out that the inscription must be dated 
between 494 and 490 B.c. For in 490 b.c. Hystaspes, 
the father of Darius, whom he mentions, died. And 
the Carians and lonians settled in Babylon, who 
brought die cedars from there to Susa were prob- 
ably diosc deported after the fall of Miletus in 494 
B.c. 

44. This was the view of Hcrzfcld who exag- 
gerated die influence of Urartian art out of all pro- 
portion of what we know of it; it was taken up by 
Ghirshman, see next note. 

45. R. Gliirshman. ‘Masjid-i-Solaiman, resi- 
dence des premiers Achemdnidcs’, in Syria, xxvii 
{1950), 205-20. 

46. Recently excavated: See E. Hcrzfcld, in p. 21ft 
Archacoloi^ische Mittcilun^en aus Iran, i (1928), 4-16. 

47. Hcrzfcld, op, cit., 12. p* ^>7 

48. Hcrzfcld, Iran and the Ancient East, plate 
xxxix, and below p. 222. 

49. Erich F. Schmidt, Persepolis, 1 (Chicago, p. aif 
1953)* 

50. The additions of Aruxerxes HI, towards the 
end of the fifth century, can be disregarded. 

51. Schmidt, op. cit., 64 postulates a service gate 
at the S.E. comer. 

52. 1 prefer this designation which docs not pre- 
judge the purpose of the building, to that of Coun- 
cil Hall, proposed by Dr Schmidt (op, cit., 107), be- 
cause of the reliefs showing processions of nobles, 
on the stairway (plates 178B, 179A), It is likdy Aat 
‘a place of assembly of the nobles before the king 
would, at the same time, be *a main link of com- 
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munkation' between the northern area of the ter- 
race and the residential quarters? 

53. Oe Mecquenem, in Menioires de la Mission 
Archiologiqueeti Perse, xxx (Paris, 1947). If we com- 
pare the actual remains as shewn on pp. 8-9 with 
the reconstruction on pp. 24-5, we realize that tlie 
essentia] parts, namely the connecting links between 
die separate buildings, are mere postulates. The plan 
in A, Upham Pope, A Survey of Persian Art, i, 322, 
figure 75 is misleading, because it docs not suggest 
the extremely fragmentary sute of die remains and 
the purely conjectural character of the reconstruc- 
tion. Andrae (Arch, Anzeiger, 1923-24, 95-106) 
points out the resemblance of a group of rooms 
south of the western court at Susa, and the Southern 
Fortress of Babylon. But perhaps the alleged courts 
at Susa were pillared halls? 

54. At Susa this Audience Hall has six rows of 
six columns and two pordcoes, in front and at the 
back. 

p. 220 55. Heizfcld, Iran in the Ancient litist, 224, claims 

that ‘the constituent clement of the complex of 
buildings on the terrace (viz, of Persepolis) arc 
single houses of the old Iranian ti'pc which we have 
studied'. These houses arc, however, a mere postu- 
late of Hcrzfcld's, derived first from a study of 
tombs of uncertain age which he believes to be pre- 
Achaemaiian, but which may well be later; (sec 
p. 49» n. 2), and, secondly, on the modem popular 
usage of Iran (op, cit,, 200-12). It is quite possible 
that modern mosques and houses with a portico and 
two to four roof supports with impost blocks in 
the main room continued a tradition going back 
3,000 years, and that this type of house was taken 
over by the Aryan invaders of Iran. But there is no 
proof of these contendons, and altcmadvc cxplana- 
dons exist; for instance, that the many-columned 
hall derives from the huge tents used by some 
nomad chiefs. Hcrzfcld's more explicit statement - 
difficult to reconcile with the one we Just criticized - 
namely, that *old Persian arcliitccturc descended 
from Median, this from Urartaean and this, again, 
from Anatolian architecture* (op. cit., 247) refers to 
entities wliich arc cither unknown or badly known. 
What we do know, however, suggests that the 
statement is fallacious* 

56. F. Wachsmuth, reviving a view put forward 
by Koldewey in 1898 (Ausgrabungen in Sendschirli, 
191 ff.), lias connected the Achacmcnian Audience 
Halls with the north Syrian htt-hilani. This equation 
<fisEegards the characteristics of buildings which 
can sooner be regarded as each otlicr’s opposites; 
the north Syrian building is a severely clo^ unit 
but for its single portico; it is essentially residential, 


with an oblong narrow main room. The other is a 
wide, columned, ceremonial building open to all 
sides. As so often when one type of building is 
said to 'change* or be ‘converted’ into another, the 
statement means no more than that the metamor- 
phosis can be effected on paper. 

57. Op. cit., 62. 

58. Hcrzfeld computes tlic height of the hall at 
thirty feet, denies tliat there could have been 
clerestory fighting and declares that the hall was 
therefore ‘completely dark’ (op. cit., 229). This can- 
not, of course, have been the case, and since the 
results of his work at Persepolis were never pub- 
lished in detail one must consider his denial of 
clerestory lighting an unproved assertion. 

59. Op.nV., 42. Dr Sclimidt aptly refen toasimilar 
arr.ingcmcnt in the Gulistan Palace of Tehran. 

60. Erich F. Schmidt, op. cit., 165-200. In his pre- 
liminary report, ‘The Treasury of Persepolis and 
other Discoveries in the Homeland of the Achae- 
menians’ (Oriental Institute Communications, no. 

2r (Clucjgo, 1939), he has depicted a number of 
objects which sustain his interpretation of this 
building. 

61. Hcrzfeld, op. cit., 238. p. 221 

62. F. W. von Hissing, ‘Ursprung und Wesen dcr p. 222 
Pcrsischcn Kunst* (Sitzungsbcrichte der Bayerischen 
ikademie (Miinchen, 1927) has pointed out the 
im|H>rtancc of this gift, mentioned in Herodotus 

(i, 92), suicc It must antedate the defeat of Croesus 
by Cyrus in 546 b.c. 

63. Hcrzfeld, Iran and the Ancient East, 209 ff.; p. 223 
figure 319-21. 

64. Illustrated London News, 2 Jan. 1954, 18, 
figures 5-8, griffins. Hcrzfeld, op. cit., plate xxxix, 
shows a piece of a capital which may have con- 
sisted of foreparts of horses, and another of lions, 
unless these belonged to the usual dragons. These 
capitals are from Pasargadae. His view (op. cit., 240) 
tiiat this type of impost block derived from PapMa- 
gonia rests on the unproved - and, I diink, improb- 
able - assumption that various Persian and Ana- 
tolian rock tombs arc prototypes and not imitations 
of Greek and Anatolian forms (op. cit., 201 £). In 
his Archaeological History of Iran, $1, second para- 
graph, Hcrzfeld formulates concisely why his al- 
legcd ‘proto-ionic* should, on the contrary, be 
recognized as ‘bad Ionic’, i.e. derivative, degener- 
ate, and rather late than early. An excellent record 
of one of these tombs, with a relief of two Medcs 
flanking a fire altar and bastard lonk columns, is 
C. J. Edmonds, ‘A Tomb in Kurdistan* (Iraq, 1 

(1934). 183-92)- 
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p. 22} 6 $, For instance, G. J^uier, Manuel d^ArcMoloj^ie 

£gyptienne (Paris, 1924, 220-74), and espccMy 
figures 167-82. 

66. The significance of this 'Soutli flower’ has 
been clarified in Helene J. Kantor’s forthcoming 
book. 

67. W. Andrac, Die lonische Saule (Berlin, 1933), 
plate vii. 

68. A piece was found at Tdl Tayanat {American 
Journal of Archaeology* ^* ^ 937 > %urc 12] and 
another at Tell Halaf (R. Naumann, Tell HalaJ n). 

69. A capital of a pilaster from Didyma shows 
three single volutes used one above the otlier 
(Andrae, Die lonische Sdule, plate viii(d)). 

p. 224 70. Double volutes were commonly used for 

sleeves in Assyrian joinery (plates 89 and 114) but 
it is unlikely that so secondary an clement of the 
cabinet-maker’s craft should have been squared, 
enlarged, and introduced into stone architecture, as 
Herzfeld contends {op, fit., 243 f.). The Lesbian 
capitals and the column from Naxos show, in any 
case, that experiments with tlic double volutes as 
an impost block were being made by arcliitccts at 
the time. 

71. Schmidt, op. cit., 63. 

72. Herzfeld, Archaeolo^ische Mittcilun^en aus 
Iran, 1, 8 ff. 

p. 225 73. It is surrounded by a pcribolos which be- 

longs to a mosque built in the thirteenth century 
with materials t^cn from the Achacmcnian build- 
ings all round. It thus enriched a monument wliich, 
then as now, was venerated as ’the tomb of the 
mother of Solomon’. 

74. There is a fine head of limestone of a king in 
the Stoclet collection {Survey of Persian Art, plate 
io8fi, but it is only two and three quarter inches 
high. 

p. 226 75. In a useful summary of the discussion on die 

relation of Greek and Achaemenian art, Erdmann 
(’Griechische und Achaemenidischc Plastik’, in 
Forschungen und Fortschritte, xxvi, 1950, 150-3) 
suggests that the Babylonian reliefs of glazed 
bricks equal Achacmcnian art in plasticity and may 
have influenced it. I doubt diis, since these reliefs, 
like their Assyrian prototypes and their Achae- 
menian imitations (Plate i88b), cut up the forms of 
the bodies with die sharp lines of the separate glazes 
and elaborate details like the stylized muscles, 
manes, etc. 

76. It is true, of course, that the Assyrian palaces 
were deserted, but the reliefs were visible in the 


ruins and there were innumerable objects of daily 
use decorated with Assyrian dicmes. 

77. Moortgat, Die Bildetide Kunst des alten 
Orients und die Bergvdiker, plate xxvi. The god 
holds an car of com*, Barnett {Iraq, n, 206) identi- 
fies him with Mot of the Ras Shamra texts. 

78. Herzfeld, Iran and the Ancient East, 259-60, p. 227 
assigns it, vnth all the rest of Pasargadae, to the 
years 559-550 B.c. Erdmann, op. cit,, 151 righdy 
points out that the use of a parallel text in Baby- 
lonian in the building inscription suggests that it 

was made after the conquest of Babylon in 539 
B.c. The relief in the new style is depicted in 
Archaeologischc Mitteilungen aus Iran, l (1928-29), 
plate iii. 

79. Gisela M. A. Richter, ’Greeks in Persia’ 
{American Journal of Archaeology, i (1946)), I 7 - 

80. Tliis has not been properly appreciated by 
those who wanted, on the strength of dates only, 
to consider the Greek usage as derivations from 
Persia. So A. Moortgat, Hellas und die Kunst der 
Achaemeniden (Leipzig, 1926); Herzfeld, Iran and the 
Ancient East, 260. The Greeks did take over 
another convention, however, namely die render- 
ing of due edge of die hair by one or more rows of 
small round spirals. This is a thoroughly orienul 
device, adapted by die north Syrians from Assyria 
and appearing in Greece in die last quarter of the 
sixth century B.c. Dr Richter wrongly secs in it 
another sign of Greek influence in Persia {op. cit., 18 
and figures 19 and 20). The Greek renderings earlier 
in the century had been of a different type and bodi 
the Persian and the archaic Greek adoption of die 
device derives, directly or indirectly, from Assyria. 

81. Collected by Dr Richter, op. cit, Erdmann 
(op. cit. 152) rightly emphasizes that Dr Richter 
overrates the influence of the Greeks and does not 
quite realize that the graffiti indubitably prove that 
Greeks arrived once more about - or soon after - 
the year 500 b.c. 

82. Herzfeld, Iran and the Ancient East, plate p. 228 
Ixxii. They are reproduced together with the Greek 
vases they resemble, in American Journal of Archae- 
ology, i (1946), 29. 

83. Arthur Upham Pope, Survey of Persian Art, 
plate 95; Sclimidt, op. cit., plates Ii 4 -I 7 i 
195-96* 

84. Survey, plate 86c; Sclimidt, op. cit., plates 
138-41. 179. 193-94. 

85 Survey, plate 84; Schmidt, op, cit., plates 77 - 
81, 103-13. 

86. Schmidt, op. dt., plates 96-7. 
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p. 229 


87. Beside him, although shown behind, accord- 
ing to the nonnal procedures of all art which ig- 
nores perspective (* pre-Greek', idcoplasdc, con- 
ceptual art) and achieves clarity by translating 
the three-dimensional disposition of figures in 
space to a juxtaposition in the two dimensions of 
the plane of drawing. For the same reason the 
sucked folds of the dress, which in reality hang in 
front between the legs (see Plate 189A), arc shown 
neatly in the middle of the side-view. This prob- 
lem is discussed in great detail by H. Schaefer, 
yon Ae^yptischer Kunst, 3rd cd., Leipzig, 1930. 

88. This useful term was introduced by Miriam 
Scliild Bunim, Space in Medieval Paintw^ and the 
Forerunners of Perspective (New York, 1940). 

8g. The audience scene is fully discussed by Erich 
F. Schmidt, Persepolis, i, 162-9. He also gives 


reasons why it might be assigned to the yean 491- 
86 B.C. 

90. Schmidt, op. cif.^ plate 19, a large folding p. 230 
plate, shows the eastern stairway complete. 

91. Herzfcld, Iran and the Ancient East, 255. 

92. Herzfcld, op. cit., plate Ixxii. 

93. Glazed bricks were much more sparingly 
used at Persepolis where stone reliefs fulfilled their 
function. Schinidt, op. cit, 32; 91, figure 35. 

94. Encyclopedic photo^raphique de Fart, n, 50. 51. 

95. A new and rcvcalmg study of the Egyptian p 231 
battle-scenes in H. A. Groenewegen-Frankfort, 

Arrest and Movement (London, ^951), 114-41. 

96. Schmidt, op. cit, plates 25, 26, 50, 71 A. 

97. Schmidt, op. cit, plate 142. p. 232 

OS. Herzfcld, Iran in the Ancient East, plate Ixxvii. 

Schmidt, Persepolis, i, plate 52. 
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INDEX 


Numbers in italics refer to plates References to the Notes arc given only where 
they indicate matters of special interest or importance such references arc given 
to the page on whieh the note occun, followed by the number of the chapter to 
which It belongs, and the number of the note I hus, the reference i82(2)‘® indi- 
cates that the entry will be found on pige 182, in the note numbered 19 under 
the he iding of C h ipter 2 


A 

Aahhotep (queen oflgypt), ny 
Abbabshti (priestess), 68 

Abd, 139 

Abdinulkutti (king of Sidonj, 1S7 
Abstract designs on pottery, 1-2 
Abu (god), 24, 30, ih 15 
Abu Shahrcin, 2, 1, 4. 7, 04, ^02. 
23S(l)** secular building , 
238(21^* 

Achicmenian 
arthitccturc, 21s ft 
art, 213 ft lonuMi inMiiciucs, 
215, C»rv k inriuciKc 2-.^ 
repetition in ‘•11 
coliiinns, 221 ft 
sculpture, - 2, 225 ft 
Ad id, i6i 

Adididn (king of 1 )'iinasi us;, 166 
Adulninn 11 uid III, 17s, 190 
Adana, 164 
Adonis, 162 
Acdieula, 67, 126 
Aegean influence, in Syria, 137-8, 
142- IS 3-4, 249<10)“ 

Aliab (king of Israel), i()6, 190 
Ahirani, tomb of, JS4 159. i^)0, 

170 

Ahurainazdi, 21 >, 227. 2^0 
Akhenaten, 65, 117, 153 
Akkad, Akkadians, 41 tf 
Ala^aHuyuk, 113, 118, 127-9. 
131. 158. 169, 1^5. 

burials, 116 
nrthostats, 127-9 
sculpture, 121 
Sphinx gate, 123, 128, tiS 
Standards' from, 113-15. 
Alalakh, see 1 ell Atehana 
Alexander the Great, 215, 218 
Ahshar, 118, 148 
A1 Muia, 189 

Alphabet, of Ras Shamra, 148 
' Altspithetische Stufc ', 254(1 1 
A1 *Ubaid, 20, 202, 235(1)* 
friezes, 29-30 


AI ‘Ubiid, Imdugud panel, 30, -V 
hoii figures, 26 
temple ot Ninhursig, 29 
Al U bud people, I 23^(1 ^ 

Al ‘Uqiir, ttinple, 6, 9, 61 
Ainuhus, bowl from, 200 i 
Ameneinhet II, 138 
Aminemhct III uid IV, 123, 137 
Ani< nhotep 111, 1S3. 157 
Ainontes, 54, 164, hnguige, 16; 
Ainuirii, 92, od), 60 
An itolia, 1 1 1 ft 
Aninnl style >6,212 
Aniinils 

in Assurbuiipil s itheh, *)j ll 
3 

111 biulpture 29, 30 I 
in seal designs, 15-17 
m t< mplc decoruion, « i 4 
‘orthestnof , 35. 179 
\t( itl\ohric/L'iandtiaim\ of (inmtals 
Aniin itioii of designs 2, 36 
Ankara, 165, 1S6, 259<ii>^*'* 

Ami, Ziggunt ot (Warka), 5-6, 
236(1 

Aim and Adad, temple ot, 70-1 
Anubanmi (king ot the Lullubu), 
262(12)* 

Anubis, 157 252vio 
Apepi, 1 39 

A phroditc ‘ beckoning *, 4 

A(,ir Qut, 70 
Aramaeans, 164 ft , 185 
Araras, 258(11 

Arch, in Larly Oynastie period, 21 
Architecture, 

Akkadian, 43 
Assynm, 68 ft 
Larly Anatolnii, 1 12 
I arly Dynastie, 20 ft 

Hittitc, 117 ft 

Kasutc, 63, 64 
1 ite Assyrian, 73 ft 
Neo-Babyloiuan, 107-8 
Nco-Siimcnan, 5T-3 
North Syrian, 167 ft 
Persian, 215 ft 


Arehitceturc, Sumerian, 2 9 
Syrian, 145 ft , 162-3 
Annua, 126 

Armenia, 205, v(( also I rartu 
Arm-rest, 

Hum in-heidcd bull *9 26 
isory from Megiddo, 158 
Arslan TaiJi, 73.80 1,83,1^6,168, 
1S4, 190, ivories from, 192-5, 
196, i6g 

Artaxerxes 1, 218 220, 228 
Artixerxcs Miicmon, 230 
Aitixcrxes III, 218 
Asiiriruni (goddess;, >9 
Asn Minor ut Ana dii 
Asuavandas ibo, 2sj(ii 
Assur (god), 65-6, 67, 86, 215, 
temple of, 'It Kar lukulti 
Ninurra, 69- /O, ^42 6)*'* 

Assiii (dty), 28, 41, 58, (Sf U2, 

I6l 

buildings at, 70-1 
cult rehet from, 66 72 
iv( ries from 193 
sii (tuaiv of Ishtar, 08 9 
Square of the toreign peoples', 
7C, 7S 

temple at, 54-5, 242(6)” 
\ssurbmipal, 14. 65, 73. 95 ft*, 107, 
190, loj, log-iOt 114 
Assuniasirp-il II, 73, 100, 179 
obelisk of, 84 

rehefs of, 85 ft* . 93. ^ ^ 7-9 

statue of, 8i, 62 
tunic of, 88, 104 

Assyria, 62, 65 ft, 188 195, and 
S\ru, 164-S 
Astarte, 194. 223, 170 
Astrabad, 203 
Astragal, 21s, 223, 224 
Astyages, 213 
Ararlukas (god), 181 
Atehana, ^(C Tell Atehana 
Atef crown, 158 
Athens, 154 

Audience Halls, Achacmcman, 
220, 265(12)** 
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Axe, Double, 142 
Hittitc, 124 
from Luristaii, 211 

B 

Baal, 161 

Babel, Tower of, 7, 79, 108 
Babylon, 54, 65, 67. 106 ft', 189, 
214. 223. 242(6)^® 
basalt figure from, 247(9'^* 
Nco-Babyloiiian art, 106 ff. 
plan of city, 108 
seven-coloured tower at, 7, 79 
see also Nebuchadnezzar 
Bactria, 204 
Baghouz, 1 

Balawat, reliefs from, 89, 95; gi-2 
Barrekub (king of Zin^rli), 166, 
171, 181; stele of, 184; 162 
Battle-axe, see Axe 
Bcakhead, Scythian, 206 
Bed (Hazaers), from Arslan Tash, 
190. 192. KiOii I 
Bedouins, 164 

Behistun, rock relief, 227; 17S 
Bcisan, 162; stele from, 148-9; 

i47 

Belts, metal, 13 1-2, 134, 208 

Beii-Hadad, 166, 190 

Bent axis approach, 21. 23, 53, 54 

Bemardim tomb, see Palestrina 

Bes, 156-7, 187, 188 

Beth Pclcth, 192 

Beth Shan, see Bcisan 

Beyrouth, figurine from, 144 

Disnuya, 

stone head from, 42-3; 41 
vase from, 19; 11 
Bit Dakuri, 89; pz 
Bit-hilani, 80, 140, 147, 162-3, 
167 ft’, 170-1, 174. 255<ii)**. 
265(1 2 

Boar, head of, from Nazi, 143 ; / jp 
Boghazkcuy, 77, ii8fF., 148, 169, 
255(11)'*; 125, 127-S, 130 
bronze from, 246(91*^ 

Lion (iate, 122-3; 

Royal Gate, 123-4, *4*; 127 
temples, 118-21 

Boundary stones, Kassitc, 64; 7/ 
Bricks, 

glazed, 67. 80-1, 85, 108, 230, 
256(11)**, 266(12)’* 
moulded, 64 
mud, 2 

plano-convex, 20-1, 238(2)* 
Brocade style, 18-19, 3^, 40 
Bronzes, 

Anatolian, 124; izp 
Luristan, 207 ff ; 176-7 


Bronzes, from Syria, 134, 149- 
150; 135. 

Bull, 

bearded, 12, 237(1)®); 6 
human-headed, 29, 35, 38,44, 
49. 77, 83, 179. 216; 26, 30 
Bull-man figure, 12, 27, 29, 38, 44, 
106, 178 
Burials, 

Ala^a Hiiyiik, 116 
Byblos, 137 
Maikop, 1 15-16 
Buttresses, in early temples, 2-3 
Byblos, 136-8, 154, 162, 176, 192; 

sarcophagus from, 1 59-60 
Bylkalim-Su, 90 

c 

(]alch, see Nimrud 
Cambyscs, 214 
Capitals, Ionian, 223-4 
Cappadoc'ia, 117, 130 
Carchcmish, 164 ff., 167, 180-4, 
193, 256(11)*' 
reliefs from, 182-4; i 6 t 
Water-gate, 165, 183 
Caucasas, 137 

Cauldron handles, 25911 1 )'*’ 
Celia, development of, 8, 64; 

broad, 54-5 
Chariot, 

at Ras Shatura, 153 
at Tell Agrab, 27; 20 
in art, 152, 158 
in Assynan reliefs, 85, ^4 
C^hiharch. 229 
Choga Zambil, 204 
Cilicia, itr, 187 
Cimmerians, 185-6, 189, 204-5 
Cite perdue technique, 134, 213 
City-state, Mesopotamian, 4-5 
Clay figurines, see Figurines 
Clothes, representation in Persian 
and Greek art, 227, 266<i2)*®; 
see also Garments 
Collar, broad, 138 
Colonnades, 63 
Columns, 

Achacmenian, 221 ff. 
bases, figured, 80, 243(7)" 
Cretan, 255(11)'® 

Early Dynastic, 21 
Ionian, in Persia, 215, 223-4 
Comb, ivory, from Megiddo, 

156-7 

Cones, clay, use for wall decora- 
tion, 9; 2 

Copper, sculpture in, 26-7; 20 
( low, bearded, 29; 26 
Crete. 132, 142-3. 154. 193 


Croesus, 213, 222 
Crown, Double, 193; White, 138, 
161 

Cult-statues, 23-4 
Curium, 174; bowl from, 199, 
201 

Cyclopean architecture, 215 
Cyprus, 162, 188, 194, 195-6, 199, 
201, 223, 262(11)'*®; 133 
Cyrus, 213-14, 215,216,220, 226- 
7; tomb of, 224-5 

D 

Dados, historical, 85, 243(7)'* 
Damascus, 167, 189 
Danaoi, 164 
Danunians, 164, 187 
Darband-i-Gawr, stele at, 43 
Darius I, 214-15,217-18, 224,225, 
227, 229-30; inscription at 
Susa. 2 14- 1 5, 228, 2641 1 2 )**'** 
Darius III, 215 
Dcir cl Bahri, 121 
Delphi, 

bowl from, 197 
column at, 223. 225 
vase from, 199 

Disk, winged, 117. 125, 245(9‘**, 
247(9>**, 250(10)**; see also 
Sun-disk 

Djabbul, head from, 251(10**® 
Domuztepe, 259(1 n"® 

Door-sills, engraved, 103 
1 Dorians, 164 
Dragon, 49, 88 

Dudu (high pnest of Lagash), 33 
Dur Kurigalzu, 63. 64 
Dur Sharrukin, see Khorsabad 
Dushratta (king of Mitamu), 1 53 

E 

Ba (god). 3-4. 7i 
Eagle, 

double-headed, 126, 127 
in seal designs, 17 
lion-headed, 17, 237(1)** 
symbolism of, 30 
Eanna, 7*. ^ 

Eannatuni. 33-4.43. 9^. 135; 

Early Dynastic Period (Mesopo- 
tamia), 18 ff.. 237(2)' 
secular buildings, 238(2)'® 
Eebatana, 214. 227 
Egypt. <^5. 67. 91. HI. 117. 123 

influence, on Phoenicians, 188, 

197. 199 

influence, in Syria, 136 ff., 144. 
148 

and Mitanni, 141 
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Elam, 202-4; Elainitcs, 54; As- 
surbanipal's war against, 95- 
8; 104-d 

El-Jisr, ivories from, 249(10)*’ 
£-mah temple, Babylon, 107 
Eniimu (temple), 49 
Enkomi, 152, 154, 161, 177, 192; 
i49 

Entemena, vase of, 31, 36; 52 
Ephesus, 

Artemision, 222 
ivories from, 261 ( 1 1 
Ercch, 50; sve also Warka 
Eridu, sve Abu Shahrcin 
Esagila, 108 

Esarhaddoii, 73, 187, 205; stele of, 
170; i/6 

Lshnunna, 54, 58, 76, 204; itr also 
Tell Asmar 
Etcmcnanki, 108 

Etruria, 108, i8rt, 188, 195, 199, 
201 ; Etruscans. 164 
Euyuk, Ala^a Huyiik 
Ewer, sandstone (Warka), ii- 

F 

Faience, 143, i(>i--2; 110, t5j 
Fara, seals from, 36-7 
Fasilar, stele from, 1 30 
Figurines, clay, 

Aiiatoliaji, 1 1 j 
Isin-Larsa, 57 
primitive, 2 
at Tell Asmar, 26, 27 
Fishbones, m temple at Eridu, 4 
* Folded pose's ', 158 
Friezes, animal, 10, 29, 31, 3(1, 
38-40, 44, 113 ; 4 
Froiitality, in seals, 38-9 
Furmturc, Assynan, 101-2 

G 

Gaming-board (Enkomi), 1 52, 154 
Garments, in Achacmcnian art, 
227-8 ; see also Clothes 
Ciatcs, city, function of, 170 
Gaumata, 227 
Gawra period, 235(1)® 

Geometric designs, on pottery, i 
Geshtinanna (goddess), 48 
Gilgamcili, epic of, 35, 56, 104 
Gimilsin, temple of, 52-3 
Glaze, 67, So, 143 ; see also Bricks 
Gods, Assyrian view of, 66 
in Mesopotamia, relation to 
society, 22 

Great Mo^er, 10, 12, 13, 17, 23, 
4S. 155* 198: see also Gula; 


Inamia; Ishtar-Kititum; Nin- 
hursag; Ninmah; Nintu 
Greece, 108, 186, 188, 195,227-8; 
Oriental influences on, 189, 
201 

Griffin, 67-8, 141, 154, 177. 179, 
183. 194. 195. 352410 )’*, 

259(11)*®*; pe, 148 
Gudea, 23, 47-9; 46-g 
Pitcher of, 49; 5J 
statuette of, 47-8, 81; 49 
(luilloche, T44 
Gula (goddess). 57, 71 
Guti, 47 

Guzana, 166, 172. 175 ; see also Tell 
Halaf 
Ciyges, 205 

H 

Hadad (god), 180 
Halaf perKid, 235(1)* 

Halberds, from Luristaii, 211-12 
1 lalls, pillared, Achaemeninn, 220 
Hama, 142, 165-6, 192; figures 
from, 249(10)** 

Hamaan, 96; 107 

Hammurabi, 54, 58, 59-61, 65, 
139, 140. 204; 6j, 65 
Hapi (god), 198 

Harps, from Ur, 30, 35, 179; 3 r, 

Hassuna, i, 23511)* 

Hathor (goddess), 144 
Hatshepsur. 246(9)-* 

Hattusas,ii8; sec also Bogh.i2kcuv 
I lattusil III, 122 
Hattusilis, 153 

Hazacl (king of namasciis), 190, 
192, 260(11)**’ 

Head, woman’s (Warka), 12- 13; 7 
Hepat (goddess), 126 
Hcraklcs, 248(9)*® 

Hero, naked, 12, 27, 35, 36, 38, 
210-11, 213, 237(1)**; 6 
Herodotus, 7, 52, 79, 108, 194. 205 
Hiram II (king of Tyre), 195 
Hissarlik, 112, 148; jewellery 
from, 113, 1 14 

Hittites, 62, 65, 67, 80, 115 IT., 

164-5 

Architecture, 117 IE 
Sculpture, 121 ff*. 
and Syria, 153 AT., 164-6, 168 
Horemheb, tomb of, 159 
Horse, in art, 152 
Homs, 66, 67» 117. 188, 193* 199 
Houses, 

in Anatolia, 112 
Assyrian, 81 
at Or, 55-6 


Humbaba, 57; 5 ^ 

Huns, 205 

Hurrians, 62, 141, 247(9)** 
gods of, 246(9)**, 254(11)* 
Hydra, 248(9)*® 

Hyksos, 62, 116, 137, 139, 140, 141 

I 

Ibex, in seal designs, 17 
Ibiliil, 2p 

Ibisii) (king of Ur), 54 
Idahon, bowls from, 199 
Idrimi (king of Alalakh), 145, 167, 
250(10)** 

Idu-iluin, 58, Ki; 61 
IHatun Buiiar, 130 
Iliad, 18K 
llishuilia, 242(4)** 
llluyankas, 248(9)*° 

Imanikiilii, 129, 130 
Imdiigud, 17, 30, 31, 46, 67, 212, 
213; 27 

Inaniu (goddess), 7, 19, 50, 63; 70 
Inlay technique, 35; jS\ see also 
Ivories 

Inlays, ivory, 101-2; '(V also 

Ivon' s 

Ionia, and Persian art, 223 
Iran, w Persia 
Ishchab, 

bowl frv>iu, 61; 67 
bronzes from, 60; 6 
Plaques from, 57; 56b 
Temple oflshtar, 23, 53, 54; 55 
ishme-Dagan (king oflsin), 56 
Isluar, 7, 12, 19, 50, 105 
Temple of, at Assui, 68-9 
Temple of, at Mari, 21 
see also Ishchali 

Ishtar Gate (Babylon), 108; 122 
Ishtar-kititum, 54 
Islitup-iluin, 58; 6i 
Isin-Larsa period, 54 if. 

Isis, 188, 193* 199 

Ivories, Ivory, 

Egyptian influence, 193-4 
inlay, Assyrian, 102 
Megiddo, 130-1, 154. > <7-9. 

178, 191; i4«. iSi 
Phoenician, 189-90, 191-5; 
i6g 

Syrian. 144-5. 153-9; 149 
from Tell Fara, 253 iio)*** 
trade in, 189 

see also Arslan Tash, Assur, 
Ephesus, Khorsabad, Minet cl 
Beida, Nimmd, Ras Shamra, 
Samaria, Tell Atchana, Tell 
Halaf 

Ivriz, 185-6 
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J 

Jamio, 235(1)* 

Jasper carving (Tell cl Amania), 
i6i; 152 

Jcbcl M^ub, 75 

Jcbel Sinjar, 134 

Jcbelct cl Bcicla» 135, 136; 59 

Jehu (king of Israel), 85 

Jemdet Nasr period, 235(1 )' 

Jericho, 144, 162; sculpture from, 

133,134 

Jewellery, from Hissarlik, 113,114; 

from Ur, 30 
Jezebel, 190 

K 

Kaparu, 166, 179, 254(11)*, 

256(11)**' ** 

Palace of, see Tell Halaf 
Kar Tukulti Ninuita, 67 

Temple of Assur, 69-70, 242(6)'* 
Karaindash, temple of, 63, 

236(1)*®; 70 

Karatepe, 165, 167, 186-7, 

259(11)11*; 163 
Karkar, battle of, 166 
Karmir Blur, 244(7)** 

Kaniak, 121 
Kaslii, 247(9)*’ 

Kassites, 62-4, 116 
Katuwas, 258(11)** 

Keftiu, 252(10)'** 

Kclermes, 206-7, 212 
Kerkha, river, 96 
Kermanshah, 208 
Khadatu, see Arslan Tash 
Khafajc, 7-8. 19-21, 28, 32; 9, Ji 
arm-rest from, 29; 26 
copper figures, 26-7; 20 
seals from, 18. 38 
statues from, 25; 24, 26 
steatite vase, 19: n 
steles from, 32; jj 
temple oval, 22, 54; 12 
Khazazu. 92 

Khian (Hittitc king), 252(10)’* 
Khursabad, 181, 184. 190, 192, 194 
citadel, 174; 77, 79 
city. 74; 78 
door-sill from, 103 
gate guardians, 83 ; 77,83 
Ivories, 101; 170 
J^llacc h 80, 82, 16H 
relicfr from, 93; g8-8 
Sargon’s palace, 64,73 ff-. 84, 107 
temples at, 58. 71. 174 
wall paintings, 92; 95 
Ziggurat, 78-9, 242(5)!* 
Khuzistan, 215 


Kilainuva, 166, 171, i8o-i, 184, 
254(11)*, 257(11)** 

Kilili (goddeu), 194 
Kingship, 

Akkadian concept, 42 
Assyrian concept, 67, 88 
at Ur, 50 

Kirkuk, 143 ; see also Nuzi 
Kish, 21, 63 

copper rushlights, 27; 29 
secular buildings, 238(2)'* 
Kizilvank, 102 

Knossos, Palace of Minos, 154 
Kostromskaya barrow, 212 
Kozan, 187 

Kuban valley, 113, 264112)®* 
Kudurru, 64 

Kupapa (goddess), 180, 246(9)** 
Kuyunjik, sculptures from, 99-114 

L 

Lachish,94,i56, 162. 252(10)*'; 101 
Lagash, 29, 30. 31. 47“5o; see also 
Tclloh 

stele from. 33; 54-5 
vase from, 31; ja 
Lahun, 146 
Lamassu, 77 

see also Bull, human-headed 
Lampstand, Assynan, 103,242(7)**; 
117 

Lapis lazuli, inlaid, 13 
Lawrence (T. £,) dagger-hilt, 213; 

177 

Lesbos, 223 
Lilith, relief of, 56; 56 
Lily, of Upper Egypt, 223 
Lion-buU combat, 12; 6 
Lion-heads, on sword and dagger 
hilts, 264(12)®’ 

Lion-hunts, 99, 128, 244(7)*', 108- 
11 

Lions, 26 

clay and bronze, 57, 241(4)** 
glazed, from Nuzi, 143; 140 
North Syrian, 181-2 
scrpcnt-ncckcd, in seal designs, 1 7 
Liigalkisalsi (kingofErcch),28, 135 
Lunstan, 189 

bronzes, 67, 207 fT, 263(12)**; 
176-7 

Luvians, 254(11)* 

Lycaonia, 130 
Lydia, 205 

M 

Maat (goddess), 193 

Maces, 33; mace-heads, 32, 126, 

237(2)* 
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Maikop, 
buri^, 115-16 
vases from, 115; 124 
Malatya, 124, i28-9> 161, i64-’5i 
167, 169. l8o-l, 183-4. 
247 ( 9 )*’; 133 

mythological relief from, 129, 
248(9)*® 

Manishtusu, 47* 135 
Marash, 165, 176, 185 
Mardiii, 257(11)** 

Marduk, 65-6 
Ziggurat at Babylon, 108 
Marduk-nadin-akhe, 64, 263 ( 12)**; 

71 

Mardukpaliddina II, 106, 225; 120 
Mari, 20, 27. 41. 61, 63, 65, 76, 
140, 144, 161-2. 169, 179, 
238(2)*, 24i(4)*i, 242(4)*’ 
statues, 29, 57, 58; 23, 24, 60-2 
temple of Ishtar, 21 
wall paintings, 61; 69 
Marriage, sacred, of gods, 10 
Marshes, Sennacherib's campaign 
in, 94; 99-200 
Masts, cedar, 80 
Maypole, bedecked, 68 
Modes, 204, 213, 228 
Megaron, 112, 174-5 
Megiddo, 101, 136, 162, 223; see 
also Ivories 

Melgunov barrow, 207, 212 
Memphis, 73 
Mcrodachbaladan, 93 
Mcshcd-i-Sulaiman, 215-16 
Mesilim (king of Kish), 32, 23712)* 
Metalwork, 

Achaenicnian, 232; 189-91 
Anatolian, 113 
Assyrian, 89, 102 ff,; 117, 118 
Early Dynastic, 26-7, 29 
Hittitc, 131-2 
Phoenician, 190-1, I95 ff- 
Syrian, 137 ft'., 161 
Urartian, 204, 24217)**; 174 
sec also Copper 

Minct cl Beida, 148, 153; Ivory 
Goddess from, 155; 130 
Minusinsk, 206 
Mislirifc, figurine from, 142 
Mitanni(ans), 6a, 65, 68, Ii6-I7, 
254(11)* 

era of, in Syria, 140 ft*. 
Mohenjo-Daro, 23 8 (2 )• 

Monsters. 13, 29, 37-8, 92, x8o; 9. 
10, 26 

Montu, temple of, 138 
Mopsos, 253(11)* 

Mothcr-goddeu, see Great Modier 
Mountain, Mesopotamian con- 
cept, 6, 56, 66, 155 



Mud-bricks, 2 
Mursilis 1 , 62 , 140 
Mushi, 247(9)*^ 

Mut (god^ss), 137 
Mutalla (king of Kummuhi), 
257(11)^’ 

Muwatalli, 128 

Mycenae, 112, 148; niello work, 
137: influence of, see Aegean 
influence 

N 

Nabonidus, 106, 214 
Nabopolassar, 106 
Nabu, temple of, 71, 76, 79-80; 
7S, 79 

Nabupaliddina, stele of. 106; i2i 
Nails, ornamental, 143 
Nannar (god), 51, 56 
Nape, 223 

Napirasu (queen), 204; i/f 
Naqsh-i-Rustam, 224-5, 228-30; 

t87 

Naranisin, 42-4, 227 
stele from near Diarbekr, 135, 

240 ( 3 )'* 

Stele of Victory, 43, 91, 204; 

44 

Naturalism, in Protolitcratc per- 
iod, 13 

Naukratis, 223, 224 
Neandria, 223, 224 
Nebuchadnezzar, 52, 106 
palace at Babylon, 107, 223 
Nco-Hittitc, 253(11)* 
Nco-Sumcrian, 47 ff.; 48- 5 j 
New Year festival, 10, 23, 33, 51, 
67. 230 

vase depicting, 1 j ; j 
Niche, in temple wall, 2 
Niello, 137, 249ao)*® 

Nitnnid, 73, 92, 181 
bowls from, 196-9; I7i-j 
inlay from, 102 

ivories from, 191, 193, 194-5. 

26o(XI)'**; 166-7, i70 
mythological relief from, 88-9 
obelisk from, 90, 91 ; pj 
plaques from, 188 
reliefs from, 85 flf.; 84-po, pj 
sculptures from, 84 
Nineveh, x, 73, 80, 106, 142, 168, 
205 

head from, 42; 42-j 
Niugal (god^), 51, 56-7; 57 
Ningir8u,3X, 33-4, 48. 67 
Ningizrida (god), 49, 57 
Ninhursag (Great Mo^), 6 , 29, 
30 

Ninmah, temple oC 107 
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Nintu (goddess), 29, 57, 236(1)®*; 
58 

Ninurta (god), 88 
Nippur, 2p 
Niqmepa (king), 145 
Palace of, 145-7, 167 
Nusku (god), 66 
Nut (gc^ess), 137 
Nuzi, 142-3, 147-8; t39-40\ wall 
paintings, 143-4 

o 

Oaths, 33, 239(2)‘® 

Obelisk (s). 

Assyrian, 84-5; 73, 93 
Black, of Shalmaneser III, 85, 
90,91; 93 
broken, 66, 73 
Ochre, red, and burials, 116 
Offering stands, 23, 31, 238(2)**, 
241(4^®’; 28 

Olympia, bowl from. 197-9 
Onager, 27, 239a)®' 

Orthostats, Ala9a Hiiyiik, 127 ff.; 
02 

Assyrian, 77-8, 85 ff.; 90 
Carchemish, 182, 183; i6i 
Hittitc, 127 
Karatepe, 186-8; 163 
Malatya, 128 ff.; 133B 
Sakjcgcuzi, 183 
'fell Halaf, 178-80 
Zin^rli, 184; 162, i6j 
Osiris, 158 

Osorkon II, 260(11)*®® 

Oxus treasure, 189-91 

P 

Palestine, in, 117 
Palestrina, Beniardini tomb, bowl 
from, 199. 200 
Palmctte, Cypriot, 196, 200 
Pasargadac, 216-18, 220, 222, 224, 
226-7, 230 

Pazuzu (demon), 102; iiS 
Pazyryk, 206, 264(1 2 >*• 

Pegs, foundation, $0, 31 
Perakhora, 189, 259(11)**® 
Persepolis, 218-22, 227-30, 

265(12)®®; 178-86 
pottery from, 202-3 
Persia, in, 202 ff*. ; see also Achac- 
menian 

Persowu^e aux plumes (vase), 20 
Perspeaivc, 92, 96, 98 
Philittines, 164 
Phoenicians, io8, 187 ff. 

Egyptian influence, 188, 197 . 199 
met^work, 190-1. X 95 


Phrygia, Phrygians, 164, 185-6, 
189, 205, 258(11)'®* 

Pillar of Heaven, 141, 178 
Plaques, 
cult, 5(5-7 
pierced, 32-3 
ivory, see Ivories 
Polychromy, 9, 92 
in metalwork, Hittitc, 132 
in sculpture, 26, 230 
in Ziggurats, at Khorsabad, 78- 
9; at Ur, 52; at Babylon, 7, 
79 

Pottery, 

Early Dynastic, 20 
Mitannian, 142-3 
Persian, 202-3 
prehistoric, 1-2, 235<i »® 
Presentation scene (on seals), 50, 
61)34 

Protoimperial period, 237(2)' 
Protolitcratc period, 4 ff., in, 135, 
235 ( 1 )'** 

Pudulcpa (Hittitc queen), 246(9)®* 
Puzur-Ishtar, 58; 60 

Q 

Qatna, 123, 136 

R 

Uaniscs II, i S3, 159 
Ramses 111 , 156, 164 
Ras Shamra, 118, 123, 136, 142, 
145, 147 ff*., i6i-2, 192, 194; 
141,143,143 6,133 
bowls from, 149-5'. '54. 195 
headless statue from, 149-50, 
251 (I0>®® 

ivories from, 252(10)*' 
vaults, 162 

Reception suite, standard, 168, 
238 a)'® 

Relief sculpture, 

Achacmcniaii, 225 ff. 

Assyrian, 83, 84 ff., 231 
Early Dynastic, 31 ff. 

Hittitc, 122 ff. 

North Syrian, 178 if. 
Protolitcratc, shu 
see also Orthostats 
Reshef, 161 
Rhodes, 161 
King and staff, 51, 106 
Roede; sculptures, Hittite, 129-30 
Rosette. 30 
emblem of Venus, 19 
in seal designs, 17 
Royal sign, Hittite, see Signe royal 
Rusus (l^g of Urartu), 205 


277 



INDEX 


S 

Sakai, 205 

Sakjegeiud, 166, 167, 181, 184, 
223; 155 

reliefs from, 183-4 
Sakkiz, 205-6 

Salmaiiasser V, 73 ; cf. Shalmaneser 
Sam'al, 166, 169; see also Zin^irli 
Samaria, 167, 260(11)^^" 
ivories from, 190, 192-3, 194 
Samarra, i, 202 
Samos, 189, 195 
Sandas (god), 185; 164 
Sanduarri (king of Sis), 187 
Saqqara, dagger-hilt from, 138-9 
SarcQiiians, 164 

Sargon, 41-3, 167, 181, 184, 187, 
ISH). 195. 261 (I I)'*® 

Sargon II, 73, 93 
palace of, sec Khorsabad 
reliefs of, 93 
Scaling, hierarchic, 229 
Scarabs, 24i<4>** 

‘Scarlet ware*, 20 
Scorpion Gate, see Tell Halaf 
Scorpion-man, 35, 46, 177; t^S 
Sculpture, 

Achaemcnian, 202, 225 ff. 
Akkadian, 42-3 
Assyrian, 81 If 

Early dynastic, 23 ff.; figure 
representation in, 24-5; in 
metal, 26 ff., 29; polychromy, 
26 

Early Syrian, i34-<^ 

Egyptian and Mesopotamian, 
form in, 25, 27 

liittite, 121 flf. ; Nco-Sumcriaii, 

47 ff- 

North Syrian, 175 ff. 
Protolitcratc, 9-14 
Syrian, 145 

see also relief sculpture 
Scythians, 205, 212, 263(12)* 

* Sca-land dynasty ’, 62 
Seals, 

Akkadian, 44-6; 43 
Babylonian, 108 
Brocade style, 18 
Early Dynastic, 23, 36-40 
Elamite, 12, 202 
Hammurabi period, 61 
Hittitc, 13 1 
inscriptions on, 45 
Late Assyrian, 104-5; iig 
Middle Assyrian, 68, 72; 75-6 
Mitannian, 14 1 
Protolitcratc, ii, 14-17; 8 
Stamp, 105 
Syrian, 146 


Semiramis, 175 

Sennacherib, 73, 93-5, 167, 213, 
259(11)*“; 99-102 
Sctil, 153, 156, 157 
Shakhuru, 6 

Shalmaneser 111 , 73, 89 ff., 166, 
179. 204 

obelisk of, 85, 90, 91 ; 93 
Shalmaneser V, 190 
Shamash, temple at Sippar, 106-7; 
121 

Shomsi-Adad 1 , 65, 242(6)*’ 

Shatt cl Arab, 94 

Shaushattar (king of Mitanni), 
142, H 3 

Sheath and dagger, gold, from 
Byblos, 138 

Shrines, town, 5, 21, 23; 12, 55 
Shubad (queen of Ur). 238(2)*; 

30 

Shusin, sec Gimilsiii 
Sialk, 203, 213 
Sidon, 188 

Sigiie royal, 145, 156, 250110)*® 
Silver ware, Syrian, 137-8 
Sin Temples, Khafije, 7-8, 20, 
21 

Sin and Shamash, 1 cniplc of, 70, 

71 

Sippar, temple at, 106 7; 121 
Sirkcli, 127 
Smerdis, pseudo-, 227 
Snakes, symbolism, 19, 46; see aUo 
Vipers 

Society, and gods, relation be- 
tween, 22 

Sphinx, 1 17, 121, 122, 157, 

246(91**; i26, uS, 14S 
double, 184 
in ivories, 193 
Spiral, 

patterns, 137, 249(101** 
spectacle, 25 1 ( loi** 

Stag, 116, 245(9)** 

‘Standard*, 

from Ala^a Huytik, 113-15; 
from Ur, 34-5; 3^7 
Sutucs, 

beliefs concerning, 23-4 
funerary, 176; 138 
Steatite, vases and vessels, 18-19; 
11 

Stele, steles, 

Akkadian, 42-3 
Egyptian, eariy, 14 
first appearance, 14 
funerary, 185 
granite (Warka), 14; 9 
see also Plaques, pierced; Esar- 
haddon; Fasiltf; Jebelet cl 
Bdda ; Lagash ; Naramsin ; 


Tell Brak; Tclloh; Umam- 
mu; Vultures; Zin^li 
Stone, use in Mesopotamia and 
Egypt. 26 
Strabo, 79 

Strips, three-register, 95-8; 102-3 
Sulumeli, 247(9)®’* ®* 

Sumer, 1, 41, 202; Sumerians, 
235(1 )*•* ; Sumerian language, 
235<i)* 

Sumu-iluni (kingof Larsa), 60; 67 
Sun-disk, winged, 66, 168; 139; 

see also Disk, winged 
Sun-god, in boat, 38,45-6, 240(31*® 
Suppiluliumas, 117, 131, 141, 153, 

15^ 

Susa, 96. 265(12)*® ‘; 103^174, 173 
Darius's iiiscnption, see Darius I 
pottery, 202, 203 
Syria. 65, III, 117, 133 ff 
Aegean influence, 137-8, 142-j, 
153-4, 249(tO)** 

Egyptian inBiiciKC. 136 if, 144, 
148 

Hittitc influence, 1 56 ff. 

Hittitc and Ramcssid era, 153 ff. 
Mitannian era, 140 ff 

T 

T.ibal, 258(1 1 >*»* 

Taminuz (god), 10, 31 
'I’ao Tich heads, 212 
Tell Abu Hawwani, 16 1 
1 ell Agrab, 
chanot model, 27; 20 
copper foot. 26 
figurines, 27, 134 
seals from, 38 
statuary from, 18, iq 
vases, 19. 27, 237(2)*; 6, 20 
Tell Ahmar, see Til Darsip 
Tell Asmar, 22, 52, 54, 81, 169 
Abu temple, statues from, i}, 
33 . * 33 ; 

figurines, 26, 27 * 

Gimilsin temple, 52-3 
seals, 35 

Tell Atchana, 77 . 1 * 7 . *^ 7 . 

129. 132, 139-40, 144-5. *60- 
T, 167; 

PabceofNiqmcpa, 145 - 7 . *^7 
Palace of Yarimlim, r 39 - 40 » 

147. 

pottery, 142 
‘temples*, 162-3 
Tell Bi^, pottery, 142 
TeUBrak, 

carved heads from, 134-5; ^ 3 ^ 
pottery, 142, 144 
stele from, 249(10)** 
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7 eU, Brak temple, 4 ii 134 
Tell cd Duweir, see Lachish 
Tell el Amarna, 1S7, i6i, 132 
Letters, 251(10)’^ 

7 cU Fara, box-lid from, 253(iO)'‘® 
Tell Fckkeriyah, 145 
Fell Ghassul, 134 

Tell llalaf, 35, 169, 172-5, 223, 
235(1)*, 256(1 1)'*”*®, i37 g 
Citacicl, 172-4 
ivories from, 191 
Palace ofKaparu, 172-4, 17S-6 
sculptures, 175 ft , 256(11)*® 

Tell Harnial, lion from, 57 
1 cll jedudeh, statuettes from, i u> 
05 

Icll layanat, 142, 145, 165-6, 167, 
169, 174-5. 181. 04 . 

I clloh, 20, see also Lachish 
head from, so, 34 
steles from, 31-4 n- ^ 
vase of Lntemena, 31,36 32 
Temples, oval, 21-2, 12, u« also 
Khafa)c 

Tepe Gawra, 3, 64, sn al\0 Gawra 
period 

I epe Hissar, 1 1 1 
7 erncts, C ytloptau, 21s 16 
Teshub (god), T2s-<» 
leumman (king of Susi), 9t^-9. 

101, 244<7)*^ 

Textiles, Persian, 232 3 
Thcrmi, 112 
Theseus, IS4 
riicssily, 112 
Thutinosis HI, 141, 1S4 
r iglathpilcsar 1, IS4. 1^*4 
Iiglathpilcsir HI, 73, 91 ft , I(V), 
179,181,184-6,190,261(11)**® 
reliefs of, 167, 94 
7 igns, discovery of sources, 90, 91 
Til-Abm, 90 

Til Barsip, 73, 181, 183, 1S4, 
256(11)** 

Palace at, 92, 166 
Tiryns, 112, 148 
Topra Kaleh, 189, 1 74 
Torque, 137 
Transylvama, 112 
Tree, sacred, 67-8, 72, 141. ^23, go 
Trough, stone, 11,3 
Troy, sec Hissarlik 
Tud, 1 )8 

Tudhaliyas IV, 126, 129, 246(9)**, 
ijo 

Tukulti-Nmuru 1, 67-70, 242i6)** 
Temple and altar of, 66, 7J 
Tumc, embroidered, Assuniasi- 
pal's, 88, 104 
TurengTepe, X13 
Tucankhamea, 150, 153 


Ty (queen), 157 

Tyre, 90, 151, 169, 188, 92 

7 yzkiewicz cylmcier, 248(9)*® 

U 

Ugarit, 250(10)** 

Unima, 33-4, bull-man figure, 27 
Unguent boxes, ivory, 191-2 , 167 
Union of the Two Lands', 193 
Ur, 20, 21, 31, 33, 35. 63, 161, 176, 
202 

harps from, 30, 35, 179, 27. 3^ 

houses at, 55-6 
|CMv ellcry from, jo 
iico-Babylonian palaces, 107-8 
oftenng-stand, 31,2^ 

'standard* from, 34-5, 36-7 
third dynasty of, 50- 3 
Ziggurat, 51-2, S2 
Urartu, 102-3, 186, 189, 254(11)*, 
2s8(1i)*®* 

metal-work, 204, 1 74 
Uniammu, 50-1 
Stele of, 49, 50-1. 53 
Unnnshc (ruler of Ligash), 33 
Ur-Ningirsu, 47, 49 
Urpallu (king of F^aiia), 185, 
258(11)*®*, 164 
Uruk period, 23S(i)‘ 

V 

Van, Lake, 102-3 
Vaphio, 13S 

Vase, flowing, 49, 51. 58, 60, 63, 66 
Vase -painting, Persian, 202-3 
Vases, 

Larly Oynasiic, 18-20 
lion^hapcd, 12, | 
Nco-Sumcnan, 4% 5tB 
protohteracc, from Warka, il- 
ia 

Vault, 

in Early Dynastic period, 21 
family, at Ras Shamra, 162 
Venus, planet, ig, 105 
Vessel, sphencal, 4 5 
Vipers, 111 seal designs, 17 
m rehefs, 19 
Visigoths, 205 

Volute, double, 223, 266(i2>’* 
Vultures, stele of, 33 “ 4 . J 4 * 
33 

W 

Wall Pamtmgs, 61, 67, 78, 85, 92. 
134. 140, 143-4. 343 C 7 >“. ^ 9 . 
74 . 95 

Walls, decoration of, Protoliter- 
atc,9 


Waradsin, 236(1)*® 

Warka, 5-9, 21, 27, 135, 202, 
235 ^I)^ )- 5 . 7 . 9 
Temple of Inaima, 63, 70 
Wars, rehef slabs recording, 85 flf , 
84-6 

Waz-sceptre, 137 
Weather-gods, 46, 88, 134, 148, 
161, 178, 180, 141 
Whirl-hkc designs, 1-2 
‘ White 7 emplc* (Warka), 5 6, 1 
Wmdows, 23812)” 

Woman, statuette of (Khafajc), 
J 3,9 

Women. stUues of, 29, ^ 0, 54 
Wood, use m Syrian arLlutecturc, 

145 

Wntmg, 

Akkadi 1 1, 42 
Ras Shamra, 155 
fee also Alphabet 

X 

Xerxes, 218, 220, 229 

Y 

Yinmhni, 121, 179, t J7-8 
Palace of, 135^40, 147» 169 
Yasihkaya, 120, 122, 124-7, 129, 
246(9)”*' , 130-1 
Yerkapu, 118 i«i-2, i« 

z 

Zagros mountaiu , 205 
Zawiyeh, 20S-6, 212 
pectoral from, 207, 263(12)** 
Zebu, 237<2)* 

Ziggurat, 5-7. 6 sh 7 i. 33611)'’, 1 
Assur, 70 
Babylon, io8 
Choga Zambil, 204 
Dur-Kungalzu 63 
Khorsabad, 78-9, 242(5)^* 
names of, 6 
symbolism of, 7 
Uniammu, 51-2, sj 
Warka, s-6, 236(1)*® ** 
Zimnlim (kmgof Man), 139, 144, 
24114)*' 

Zun,irli, 14s, 166-7, 168, 169- 
171, 176, 180-1, 182, 184, 
256(11)**, 160, 162-3 
Acropolis (atadel), 170-1 
Palace of, 167-8. 174 
Queen of, stele, 185 
stele from, 116 

ZoomoTphic juncture, X03, 2x1- 

2X2, 264(12)** 


279 



VOLUMES OF 

THE PELICAN HISTORY OF ART 
ALREADY PUBLISHED 


★ 

CLLIS K. WATERHOUSE 

Painting in Britain to ijgo 

JOHN SUMMBRSON 

Ardiitctture in Britain to i8jo 
ANTHONY BLUNT 

Art and Architecture in France i^oo to tyoo 
BENJAMIN ROWLAND 

The Art and Architecture of India 

MARGARET RICKER f 

Painting in Britain : The Middle Ages 

GEORGE HEARD HAMILTON 

The Art and Architecture of Russia 

* 







Map of the Ancient Near East, showing the sites mentioned m the text 


